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introduction 


all guitarists. It is the aim of this Rhythm Guitar curriculum to give you the tools and 
inspiration to study and play “rhythm” with knowledge and conviction. 

Fundamentals are always important to technique and the reviewing of material is mandatory. This 
curriculum starts simply and progresses to advanced topics, but it must be stressed that the learning of 
the material has to go hand in hand with the “playing” of the material. This is achieved through 
disciplined practice and creative application in performance. 

You need to practice the material well enough so you can perform all examples and playing 
techniques. Repetition in practice and performance makes solid rhythm guitar. Regardless of your level 
of chord knowledge or experience in playing rhythm guitar, this book will serve as an "idea source” from 
which you can invent your own sounds. Remember that anything can go anywhere using the right 
approach and your ears. . 

We recommend that you also refer to other Musician's Institute books, Single String Technique (by 
Dan Gilbert and Beth Marlis) and Music Reading for Guitar (by David Oakes); which put forth and define 
many of the fingerboard and rhythmic applications used in this book. It is also a good idea to seek the 
advice of a local teacher that can check your progress and help you over any rough spots. 

Finally, a word about practicing: Use a metronorae and/or drum machine when learning examples 
and practice all progressions at a variety of tempos. Also, be creative in the use of all your learning tools 
(Tapes, books, videos, sequencer, CD's). Try and build a repertoire of progressions and songs. Write 
‘your own progressions and songs. The more creative you become in your approach to chords, the 
easier the shapes will become. 


a he art and craft of good rhythm guitar playing is not always taught or practiced correctly by 
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Objectives 


* Tounderstand diagrams used in chord shapes. 

* Tolearn proper fretting hand placement. 

* Tolearn major and minor open position chords for the seven "roots" (A-B-C-D-E-F-G). 
* Tolearn basic strumming technique and rhythmic control exercises. 


* To play "basic moves" 


The Diagram 
t—2 
This vertical diagram is the most commonly used cliagram for in 


guitar. It is used to show the first four or five frets starting at the nut. m 
The frets are actually the metal wires. However, the "fret area" (the 
space between the nut and fret, or from one fret to the next) is 


2nd 


generally referred to as the “fret.” Frets are numbered from #1 as the 3 
lowest, all the way up the neck to the highest. 
Sometimes a numeral will be used at the lowest fret in the E "m 


diagram to indicate a different starting fret other than the first fret. This "DIST, 
way, you can use this diagram to show any four or five consecutive kr cus 
frets on the guitar. 

The strings are also numbered. The highest-pitched string is #1 and the lowest-pitched string is #6. 
The note pictured to the right is the “third string, fourth fret.’ It is important to be able to find any location 
on the neck described in this manner. 


Open Position Major Chords 


The first seven chords we will learn are major triads, built from the seven natural notes: A-B-C-D-E-F-G. 

These are termed natural because they have no sharps (+) or flats (») in combination with the letter 
name. The letter is also called the root. The root gives the chord its name and is also the 1st note in the 
major scale of the chord. 


EN 
123 5911 2341 


* Place the fingers of the fretting hand just behind the metal fret wires, so the finger is in the 
front half of the fret area. 

* Use the tops of the fingers (fingertips). 

* Place thumb behind neck at the second fret. 

* Practice all seven shapes and memorize them. 


' *'* . Root throughout this entire book. 


“Basic Moves” 


“Basic moves” are short combinations of chords 'two or three) that are typical movements of chord 
shapes found inside longer chord progressions and songs. These are meant to be practiced on a daily 
basis in order to make the transition from one chord lo another an automatic response. Repetition, 
patience, and observation of the fretting hand are mar datory to make every move easy. 


The repeat sign El ) means to repeat the preceding section. Generally, a repeat sign indicates to 
play that section a total of two times. However, a direction such as "play 4 times" can alter the number of 
repeats to be played. For these exercises, play 4 tirnes as a minimum, and eventually work up your 
endurance to 8 times on each. 


e Practice these progressions slowly and cleanly defore speeding up. 
* Play with downstrokes of the pick on each beat, counting out loud, “one...two...three...four.” 
* Each "hash mark" represents one beat. 


1 oe of the pick = P 
A play 4 times 
2b n GNE | Be i. A m m m m m m M. Mo LEN. i 
E: / : FDTD dr 
Beats: 1 3 4 1 2 3 d 1 2 a 4 1 2 3 4 
Ex, 2 
E A play 4 times 
E: L—AEMEVMS d- A 0| 5 dod e PEE E E | 
Ex.3 C p play 4 times 
SS a ae O AA oe ee ee | 
oe G D play 4 times 


ERI A 4504 4 |] ro rog N rst 


5b s ; 
C le play 4 times 
=== E E le AAN 
B play 4 times 
uu 4x4 4d AAN WS 


Also practice these "basic moves" with only four beats per chord (1 bar). Then, try two beats per 
chord. Listen to the chords closely to obtain a clear tona. 
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Open Position Minor Chords 


Here are the seven “natural-note” minor triads: 


Fig. 2: minor chords 


More “Basic Moves” 


Play the following “basic moves” for minor triads: 


Em Am play 4 times 


(Gia lar ro |e AAA 


Am Dm play 4 times 


SS a EEE E E 2 


Dm Gm play 4 times 


éd A e ee ee 


Cm Gm play 4 times 


4 AAA A lO tine es ee ee ee ee et 


Em play 4 times 


Am D play 4 times 


Dm A play 4 times 
4 


Gira deno A dé Lor PRES 


Gm C play 4 times 


EEE EE AAA 


G Em l play 4 times 


—J4 4. pede 


Remember: 


* Repetition and relaxation. 
* Eventually, play eight times through each set of chords. 


Strumming and Rhythmic Control 


Learning to strum relaxed and steady with the beat is your connection with the rhythm of a piece of 
music. If you feel the least bit awkward in either hand (but especially the strumming hand), the music 
won't groove. Always strive to keep your foot tapping and your strumming hand relaxed. Hear the time! 
Use a metronome! 

We will concentrate on playing quarter note ard eighth note rhythm patterns as shown in examples 
16-20 below. Strum muted strings to start. 


downstroke = M 
upstroke = Y 


Ex.16 m" m oc EA? "— "ommmwmwMsm 
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Now, try applying these rhythms to chords. dear the quarter note pulse and the eighth note 
subdivision of the beat. 


Ex. 21 A ‘sim. 


d+ da d E n — 


“Abbreviation lor” simile." which means "continue the pattern." 


Ex. 22 Em 
méimmmummmm 


sim. 


Ex. 24 E 
sim 


add mà 


Ex. 25 8 mv mv che 


E A 


Progressions 


Progressions are combinations of chords repeated in a pattern. They usually contain a key center 
that defines their sound. It is invaluable to be able to play common progressions and recognize their "key 
centers" by ear while playing. 

The following progressions each have a certain key center. Can you name the | chord? (Answers 
given on page 10.) 


* Practice until the chords flow and the rhythm js flawless. 

* Strum all combinations of strums mentioned so far with each progression. 
* Vary the tempo of each progression (slow-fast). 

* Stay on the tips of the fingers in the front half of the fret area. 


Ex. 26 


A 
itx PA TSS SS eee 
G A 
== A O ee ee E SS ME 


9 


HEEL y | SSS 


| / / ATA | ré 3 Eri 


===> MA 2 


E=====22 4 (11 Sy EA 


EN 
~ 
N 
M 
~~ 
A 
E 
~ 
~ 
~ 
~ 
~~ 
~ 
| 
~~ 
N 
| 
d 
| | 


* Regular reveiw is a must. 
* Make up your own progressions. 


Key centers: Ex. 26, D-Ex. 27, G-Ex. 28, E-Ex. 29, C-Ex. 30, D -Ex. 31, Am. 
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Objectives 


* To learn dominant 7th open position chords for the seven roots (A-B-C-D-E-F-G). 
* To be able to play "basic moves.” 
* Tolearn bass note with chord strum technique. 


* To play rhythmic control exercises at indicated tempos. 


Open Position Chords 


The next chord type to work with is the dominant 7th. These chords are extremely important in 
defining "key centers" and, along with the major and minor chords you already learned, they make up 
the twenty-one open chords that are the backbone cf guitar. You will see all of these shapes reappearing 
further up the neck in the higher positions. Therefore, it is best to become very familiar with these 
twenty-one shapes in open position so you have a solid foundation in the continuing study of the guitar 
neck and its intricacies. 


Dominant 7th chords 


* First, study the seven shapes and get a feel for each. 

* Then observe the relationship between the major triad and the dominant 7th chord with the same 
letter name. Only one note is different! Which string is different? 

e Dominant 7ths have four notes in them, one more than major and minor triads. See if you can 
sing (hear) the "extra" note. 


Fig. 3: dominant 7th chords 


"Basic moves" with dominant 7th chords only: 


Ex.32 E7 ^7 play 4 time: 
A ED gr cqpecERmFILE RF 
Ex.33 D7 ^7 play 4 times 


(SS ER.) p pup 


11 


C7 


(4 + — any 


£x. 37 


G7 
—— ESE > 
J 


x bx weg dé iy 


play 4 times 


yA 


play 4 times 


(oy | SEE 


play 4 times 


[= SES | 


PE 


play 4 times 


ELA cr EQ 


E 


a | 


“Basic moves” with dominant 7th, major, and minor chords: 


Am 


FEFE 


p- 


play 4 times 


= 


T 


NE 


play 4 times 


SSE Er 


A 


E] 


INI 


play 4 times 


= M 


=F] 


play 4 times 


=S 


== 


play 4 times 


pror F0 == 


play 4 limes 


jo 424 WE ===! 
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Root/Chord Strumming 


The term root refers to the note which gives Ihe chord its name. For example, A is the root of AT, 
and E is the root of Em. 

You have learned three types of chords, built 5n each of the seven roots. That's our twenty-one 
chords. Learn and memorize where the root is located on each chord shape. Most of the time, Ihe root 
is the lowest note (also known as Ihe "bass note"). You should be able lo clearly pluck the root first, and 
then follow that with full strumming. The coardinatio should feel comfortable at many different tempos. 
Remember to vary your tempos and your strums. 

The root/chord type of strum is written like this: 


Ex. 44 c Ci play 4 time 


expuso: d] eres [AS A 


Ex.45 A :7 play 4 tima 


IS 


This looks easy, but the ability to execute the bass note cleanly at a variety of tempos anc with all 
chords shapes will only come with repeated practice and a strong emphasis on time. 


Ex. 46 C G E 


play imes 


oe 4 | £o x 004-4 E E EI 
A j i | 
x | » 


Add this type of strumming technique to your repertoire and it will improve your overall sense of 
lime, bass motion, and harmony. 

In each of the chords studied so far. the root is the lowest note. Since the location of the root is 
different for each chord. here's a reference sheet of all the chords studied, with the roots. Study this 
figure until all chord shapes and root locations are learned. Then write out all the shapes again from 
memory. 


Fig. 4: the twenty-one chords, with lowest root identified 
C 


j C 
x © o ] 


Practice Tips 


At this time, the strumming hand (the right hanc for most of us) should be discussed. It is very 
important to work on exercises that develop the dexterity m this hand and promote a strong, confident 
sense of time, These progressions are meant lo be practiced on a daily basis to oblain the desired 
ability. Here are sorne things to remember: 


* Dynamics (loud and soft) should always be a part of your practice. 
* Repetition is the only way to develop relaxed coordination. 


* Tempo should be varied between progressions from very slow to as fast as possible! Don't stay 
at ihe same tempo for the whole practice session! 


* Rhythms from strumming and fingerpicking car. be staccato (short) or legato (long). 


Fingerstyle vs. Flatpicking 


Some guitarists always use a pick, and some use only their fingers. However, the best approach is 
io be able to do both, When playing these progressior s, try both ways, maybe alternating days in your 
practice schedule. One day play all progressions with a pick. the next day with your fingers. 


AT Em B7 Em 137 play 4 times 
Mee sE ea ee eS 
pay prt et ty 
Ex. 48 A D A D play 4 Imes 
-A 7 = m Ee 
E I) Ende de Ys gus unm 
y 49 C F play 4 times 
El sa E - Je B LE E E J pam 4 = F / | J / 4 7 / :- | | 7 M tem em + 7-3] 


In the following exercises, start with the metronome at 60 beats per minute and get it up to a 
relaxed 160 beats per minute. First, strum quarter notes as indicated. Then, on beats that lollow the root 
note (represented by hash marks), you may substitute cne of the strum patterns learned on page 8. 


play 4 times 


| e Es rs 


flay 4 (mes 


; ae 


Ex, 52 p c 

X HE | ju E 
Ex. 53 "i E Gi 

de AE le y d 
us jos 


More Strums 
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€ play 4 hma 
L: J Se 
play 3 time 


Let's look at some strums that have a litlle syncopation within them. For these examples, 
syncopation refers to the two upbeats in a row, If we tie an upbeat eighth note over to the next eighth 
note, we will end up with the same upbeat attack played twice in a row. The syncopation occurs on 
beats 1&2 then on 3&4 then on beats 2&3 in the examples below, It becomes a two-beat rhythm figure 
that can be played with. The trick is to not let the strumming hand stop going up and down constantly— 
jus! miss the strings on the downstroke when you want to have two ups in a row. This basic syncopation 
is found in every style of music and it must feel com'ortable at all tempos. The second measure ol each 
example shows. the same syncopated rhythm, rewritten with a quarter note to replace the tied eighths 
(except in example 56, where the syncopation spans the midpoint of the the measure.) 


Ex. 54 
m v Vm m 
[^ 1 =. w —- / 
2 MA ? & 3 1 
Ex. 55 


Ex. 56 = - yo m 

f pow EU. 
eS Gu ae a | 
E 

6 1 > & FR 4 | 


PED 


4 


It is important to be able to lap your foot as you play these strums. This basic coordination between 
the foot going down and up, and the hand going down and up, is your link to feeling time. First try the 
new strums with chord pairs (basic moves, page 6) then try the progressions on the next page. 
Remember to play cleanly in both hands, but don't let the beat slow down, or drag. 


[2 


Try these progressions at the tempos indicated, and experiment with 


57 | 
Moderately Slow « = 60 
G Em 


h 
"E if ff ta 


G 

a a ee ae 
G Em 

á SS E 
G C 


MEE 


58 
Moderately Slow ¿=70 
F7 


Biv 7 fe ojo 
F7 

hor eS ME 1 
c 

E[-—————rÉ 4 

i | 

F C? AT D7 G7 

SSS I 

Notes: 


M 


~ 


ITI 


~ 


different strum patterns. 
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Objectives 
* To learn major and minor barre chord shapes with roots on the sixth and fifth strings. 
* To play “basic moves.” 
* To play progressions using major and minor barre chord shapes. 


* To review all rhythm patterns and strums given in chapters one and two. 


Barre Chords 


Barre chord shapes are movable to any fret cn the fingerboard because they contain no open 
strings, Since we are looking al shapes from sixth ar d fifth string roots with only major and minor chord 
types, we need only learn a total of four shapes to play these trom any of the twelye roots (A-B-B:-C-elc.) 

In order to get a clean sound from the fretting hand, you should check each string carefully by 
picking it alone and listening to make sure il is clear and nol “buzzing.” These shapes might take a while 
to perfect, but they are the most common chords (after open position) played on the guitar, You must be 
able to play them with ease and at any tempo. The positioning of the barre finger and the other notes will 
lake some time but you will eventually gel the feel of each chord shape. Don't be afraid to “wiggle” your 
fingers into place to get a good sound. If your fingers aren't placed well on the fingerboard, no amount of 
pressure will make the chord sound any better. 


Barre Chords with Sixth String Roots 


Here are the barre chord shapes with a sixth string root. They are built from open-position E major 
and E minor chord shapes. Notice how these two open position shapes are simply moved up, with the 
first finger forming the "barre" across Ihe fingerboard. 


Fig. 5: major and minor barre chords, with root on the sixth string 


E major E minor 
å ta * pao 
Open position chords; Hat E L 
j 23 
Minor 


Barre chords: 


To play specific chords using these barre chord shapes, you'll need to know the names of the notes 
on the sixth string. (The notes on the first string are exactly the same as on the sixth string.) 
17 


Fig 6: notes on the sixth string 


Play these "basic moves" using sixth-string-root barre chords only. 


Ex 59 A 


Gi 


play 4 limes 


REPT TT einai rrr 


Ex. 60 G 


"T 


play 4 limes 


NE er ee el p |2 4. EI === 


a! KR Odd: pve |? tar [6 94 4 £ 


play 4 limes 


play 4 times 


pem | 


play 4 times. 


SE EA EE VENA 


Fm 


play 4 times 


ESE 4 | £ EUER. | ERE 


play 4 umas 


ipm; ror ro peser 


play 4 times 


| 


Na TE y ages = " 
Re El Te, c 


Barre Chords with Fifth String Roots 


Here are the barre chord shapes with a fifth string root. They are built from open-position A major 
and A minor chords. Notice how these two open-position shapes are simply moved up, and the first 
finger plays the root and the third finger forms the barre on the major shape. An alternate fingering is 
also. shown with the first finger forming the barre and the other notes being played with single fingers. 
Practice both ways to get the feel of each. The minor shape uses the barre with first finger all the way 
acrass the fretboard. 


Fig.7: major and minor barre chords, with root on the fifth string 


^ mujor A minor 

da x al x ow o 
Open position: | 
231 
(Alternate fingerng) 
Major Major Minor 
x x 
Barre chords: M | | 
o 
12341 


Fig. 8: notes on the fifth string 


At uU C C p D* E F Fe G Ct A 


Ex. 67 C play 4 tm. . 


gd F AP FOP BLS EA E E REIS 


C F play 4 tm 
du Ris 4 ro ko |7 XS ASR ae 
Ex. 69 E B play 4 limes 


£43.70 
Em 


E 


T= IF- 


n Cm 
kE E 


O A 


2 
T Bm 


fer 


=== A 


play 4 limes 


pit? EF Sees] 
tin play 4. times 

g= | fe AE EA al 
Fn play 4 times 

ee ae == 


"E 


Ex. 7 
X* 73 g 


te EEE 
Ba. 74 Dr 


Cim 


play 4 times 


¡SE EEE 


=== E 


play 4 times 


===3 


Review of Strumming Patterns 


A Ss Bee 


PTAA AT TT TN 


i 


X, 
Ex, 77 me Vv = Vv om vom Y 


$17 JE) E 


TURF DIA 


PAREJAS AAN 


“Basic Moves” 


Next, let's combine fifth- and sixth-string-root barre chords together. The root string (sixth or fifth) is 
written below each chord symbol, under the staff. 


Ex. 85 G D | play 4 Ime 
ot 7 ye ot | SS Se SS SS FS 
*/ Rao! (0) fu) 
Ex 86 n n play ume 
F E a ee ee 
Ex. 87 E B play 4 times 
dnce, em 4 AAA 
© i (8) 
Ex. 88 F C pley 4 time 
6 pc... NE RENE XU IEEE 
© (&) 
Ex. 89 Dm G j play 4 time 
61 EE HEEE EEES 
A (8) © 
Ex. 90 A D play'4 times 
AA I d£ I o: [nummer 
(6) (8) 
Progressions 


Play all chord progressions below and on the next page using only barre chord shapes. The root 
string (sixth or fifth) is indicated below the staff. 

* Practice until the chords flow and the rhythm is flawless. 

* Play all strums shown on page 20 with each »rogression. 


* Vary the tempo (slow-fast) of the different pregressions. 


Ex 91 p A 
=> ea SSS 
Root» (5), (Bi 
Bm G 
6 EJ RAZA od ee ee a ee EE 
a © ® 
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Chapter Four 


Objectives 


+ To learn dominant 7th barre chord shapes with roots on the sixth and fifth strings. 


To play "basic moves.” 
* To learn and play new rhythm patterns (strums). 
To play progressions using major, minor, and dominant 71h barre chord shapes. 


Dominant 7th Barre Chords with 
Sixth String Roots 


In Chapter 3 we learned major and minor shapes for the fifth and sixth strings. Let's continue by 
adding dominant 7th barre chard shapes with roots or the fifth and sixth strings, 

The sixth-string-root dominant 7th barre chord shape is built from the open position E7. Notice how 
this open position shapes is simply moved up. with the first finger forming the “barre” across the 


fingerboard 


Fig. 9: dominant 7th shapes, with root on the sixth string 


A7 


(Miente fingering) 
x x 


5 fr 


Moveable Shapes 


Not all chords that move up and down the neck involve the use of a barre.The alternate A7 shown 
above is the first one we have learned so far thal does nol. We will refer to these chords as "moveable 
chords.” You will eventually have many ways to play ay chord, and seeing the common tones between 
different chord shapes tha! are the same chord is impcrtant. 

Try to play the following “basic moves" with both of the dominant chord shapes shown above in 
Figure 9 It may take a while lo gel them both to sound and feel cómtortable, but it is well worth the 
effort. Use sixth-string-root barre chords only. 


Ex. 96 z 
GT play 4 times 


AT 
Ea [EN roe Sal 


G7 C7 play 4 times 
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play 4 times 


duplice 


play 4 limes 


pur 


play 4 limes 


SN ETE 


Dominant 7th Barre Chords vvith 
Fifth String Roots 


Here is the fifth string root dominant 7th barre chord shape, which is built from the open position 
A7. Notice how this open position shape is simply moved up, with the first finger forming the barre frorn 


the fifth string across to the first string. 


Fig. 10: dominant 7th shapes, with root on the fifth string 
D7 


(Alurnide Ánpermyu) 
x x 
— 


13141 


Note: When playing the alternate fingering for the dominant 7th, it is not necessary to barre the first 


finger; only the third finger Should be barred. 
Play these "basic moves" using the fifth-string-roct barre chords only. 


play 4 times 


L4 | 


play 4 limes 


ea 


D7 ET 
f P 
€ i7 === 2 at |r Jd aod 
wm. 102 i 
SA NA ay RU E ARO 
G47 EAA ee ee E 
Ex. 103 


E7 F*7 


play 4 times 


EA 
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24 


“Basic Moves” 


eis Dc yp RG Rae 


Next, let's combine fifth- and sixth-string dominant 7th barre chords together. The string root is 


indicated by "6" or "5" below each chord, 


Ex. 106 A7 
6r 

y) Root -> (6) 

.1d 
Ex. 107 - 
n oo eS 
el (5) 
Ex. 108 ... 


| 

>> 
~ 
"— 


id (6) 
Ex. 109 F3 
A 
6 1 J 1 
a! 15) 
Ex. 110 NT 
A : 
Rais 


Ug 


| / 


Strumming and Kinytinmmic Control 


Let's now add two new rhythm patterns (strums) to the ones you learned in Chapters 1 and 2. Both 
new rhythm patterns employ a tie from the upbeat of "2" lo the downbeat of "3". Counting and feeling the 
eighth notes in these rhythm patterns is essential! Pay close attention to the strumming indications. 


D7 play's 
| =F ———— 
Fr] playa t 
| 727 EZEAN 
D? play 4 tire 
| c oe oe oe E ae E 
(397 play 4 mes 
OT A A G 
(6) 
Eb7 play 4 tr 
Iz c; au Fe oor TU 
f$) 
C7 play 4 tire 
ly f ;ROOQz6» ag F c] 
T3 TTE 17 
137 play 4 imes 
BP oro SO TB Xm 
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Strum muted strings only (no sounding chord) to start. 


a AYAY JA Ex 113 AY mM \ - 
"1 FERRES E AE 4144714 Foy 
bDouwk 4$ O B Be a | & s a B A 


* 112 m, m 


"n "n" m 
5 = EF ==] 6 1 M 4 = E =! 


Next let's play these new rhythms with chord changes. Count and feel the eighth notes and pay 
close altention to down/up pick indications. 


5 Al PF 
P a - mv Y T play 4 times 
Se EA, dole [zl 
"dn 2 gral ust Brea ni HH e "-— am glag rresaci us Dar 
x 118 £7 137 
mm m m" mm play 4 umes 
Bae Se 1 lA 
Ex. 117 — F7 I»7 
m Vm Y¥ m play 4 times 
SSS SEE en | £^ pr 
=x.118 C7 G7 
m m m E play 4 times 
ESTEE FEES] Po oz | d FS. | 
Progressions 


Play the chord progressions on the next page using major, minor, and dominant 7th barre chord 
shapes only. The string root indications have been left blank except for the starting chord, This fime, you 
decide which chord shape is closest to the las! one played, and write in the correct string root in each black 
circle. 


« Practice until the chords flow and the rhythm is flawless. 
* Play the new rhythm patterns (strums) from pace 26 with all progressions. 


» Vary the tempo of the progressions (slow to fast). 


26 


Ex.119 6 D?7 
GAT =f Z |Z 


~ 


Ex.120 Dm is 


61 a an Lu ro E 


— 


(5) C) 


Chapter c 


rd "bre E Se T F ‘| 


ION, 


Chapter Five 


Objectives 


* Tolearn a variety of arpeggiated rhythm patterns using all the chord shapes learned so far. 
* To learn to play "basic moves” 


* Tolearn to play chord progressions using arpeygiated patterns. 


Arpeggiated Chords 


An arpeggiated pattern is one where the notes >f a chord are played one at a time, rather than 
strummed together. There are many different combinations of arpeggiated patterns ranging from simple to 
complex. Ultimately, you want to be able to improv se an arpeggiated pattern for any given chord 
progression. Arpeggiated chords can be played fingerstyle, with a tat pick, or with a combination of the 
two; depending on the pattern and the style being played, Given the situation, you want to become 
comfortable using any picking method you need. In the following exercises, experiment using tingerstyle, 
flat pick, and a combination of the two (hybrid picking, with pick and fingers). 


Arpeggiated Pattern 1 


This pattern involves playing only the top four strings of any given chord in ascending direction. The 
picking order of the strings is 4—3-2-1. When using a fla! pick, follow the suggested picking. (NOTE: 
There are two picking sequences using a flat pick.) Ma «e sure and play all notes legato (let ring). 


Fig. 11: arpeggiated pattern 1 


D 

1m m m V m m "m V 

IB Ng e---:mm- T NN 

E —€— 9 > 2 fes 2 a 

T- 3 ——————. ———-— - 
A 2 gee. ems 

i—- ap = 
B— — ; ate E Tea ae O bene t 


Play the following “basic moves.” using arpeggialed pattern 1 in eighth notes. The specific chord 
shapes to use are shown to the right of each example. 


Ex, 124 TES 


Em play 4 tunes ATT 


MEE; 


D 
a — s E 


Ex, 125 


E play 4 times 


== === ss dl 
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Ex. 126 Aq 
Din A? play 4 nies x ox - y 
1 y 
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Arpeggiated Pattern 2 


Arpeggiated pattern 2 involves first playing the root note of any given chord (on string 6, 5, or 4) 
and then playing the top three strings in ascending arder. The picking sequence is: Root-string 3-string 
2-string 1. When using a flat pick, follow each of the suggested picking directions. 


Fig. 12: arpeggiate pattern 2 


C 
1m 


B7 

rolls NE E B7 play 4 limes FTH 

TN E | Bur 
E _ | SIRE 
a ia yim 17 play 4t times 7» P a 
[Se a et Rin 
(5-4 "TE. i HE 
=x. 129 Chi Fri play 4 times foe 
ee | pun 


Arpeggiated Pattern 3 

Arpeggiated Pattern 3 involves playing the root of any given chord first (on string 6, 5, or 4), then 
playing the top three strings in descending order. The picking sequence is: Root-string 1—string 2-string 
3. When using flat pick, follow the suggested picking directions. 
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Fig. 13: arpeggiated pattern 2 


G 
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Play the following “basic moves” with Arpeggiated Pattern 3. 


Bm r* play 4 tines 


a O O E; r1 


E A play 4 times 
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G Am play 4 mes 
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Arpeggiated Pattern 4 


Arpeggiated Pattern 4 involves playing the root note of any given chord first (on string 6, 5, ar 4), 
and then playing the top three strings in mixed order. The picking sequence is: Root-string 1-string 
3-string 2. When using a flat pick, follow the suggestad picking direction. 


Fig. 14: arpeggiated pattern 4 
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Play the following "basic moves" with Arpeggieted Pattern 4. 


Ex. 133 : - 
Am IE play 4 mes 
ductu s nod oor or al 
Ei A im play 4 times 
4 - 
6 af 6 7 £F | / 08 £5 org sll 
Ex. 135 " 
(5 play 4 times 


RII reli] 


Progressions 


Chapter 5 


Am F 
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231 1834241 
"T Fm 
ILLA =r 
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AD 
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Play the following chord progressions using the four arpeggiated patterns learned in this chapter. 


You choose the exacti chord locations. 


Ex.136 A E Fin D 

EFE IATA d 1 AEREAS 
Á E D Á 

[3 EUM 4 [fto 6 SSS SS 

Ex. 137 Cm Ab G Cm C? 

637 Ear drag sr dro FREEEEEERRCEE A 
Fm Cm G Cm 

é (O4 A EAA |E pA EEA d i| 

Ex. 138 (; Dm C G 

= qr Y Fr [fh 0 E TSS Sea 

: F E G l: ( 1) D.C. al fine a 

EEEL LLL Us] gr AAEE E) 

Notes: 
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Chapter Six 


Objectives 


* Tolearn "power chord" shapes. 
~ Toplay charts containing two rhythm guitar pats. 


Although very simple in concept, "power chords" can add depth and interest in many rhythm 
guitar parts, especially when added to an already existing rhythm guitar part. Power chords offer a way 
to have two rhythm parts playing, without having the parts get in the way of each other. Since power 
chords contain only the root and 5th (no ard) they can be played over both major and minor chords. In 
addition, they usually offer a lower timbre than full-voiced chords. Ahythmically, they are generally 
interpreted differently than full voiced five or six string chords. 


Power Chord Shapes 


Figure 15 shows power chord shapes with roots cn the sixth, fifth and fourth strings. 
The written symbol for power chords is A5, ES, C5, elc 


Fig 15: power chord shapes 


6th string root Sth string roul 4th string root 
x x XX x x x» X X x X 


In the "basic moves" below, play all power chords with down strokes. Also play each example using 
a muted and legato (let ring) approach. 


Power Chords with an Added Ninth 


Figure 16 shows power chords with the added ninth scale degree. These chords can enhance both 
major and minor chord types. The written. Symbol for power chords with the added ninth scale degree is: 
A5(add9), E5(add9), C5(add8), elc. 


Chapter 6 


Fig. 16: power chords with added ninth 


oth string rool 


Ex. 141 re i Be Scadd9) 
j JE 
Ex. 142 Dsl: 1dd9) B^ i add9) CStadd9) 


"i À "m dt) ESE 


Chart Reading with Two Parts 


The following charts contain two rhythm guitar parts. Use full-voiced barre chords for Gtr. 1 and 
power chords for Gtr. 2. Your goal here is to play both parts the first time through without mistakes. Make 
sure to check the chart for repeal signs, multiple endings, coda signs, etc. 


Chart #1 


Ex. 143 
Gtr. 1 A D 
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Chapter Seven 


Objectives 


* Tolearn major and minor 7th chord shapes in open position. 
* ` To learn movable shapes of major and minor 7:h chords. 

a To play "basic moves” 

* To play rhythm charls using given chord types. 


This chapter will focus on learning major and minor 7ths in open position as well as some movable 
shapes with roots on the fifth and sixth strings, since a true open position voicing of some of these 
chords types is not possible. We will study more of moveable 7th shapes in later chapters. 


Open Position Major 7th Chords 


Learn the major 7th chord shapes below and practice them in the “basic moves" that follow in 
exercises 145-147, 
Fig. 17: open position major 7th chords 


Cmaj? Amnj7 Dmaj7 Fmaj7 Gmaj? Emaj7 


X Qoo XS X X a 0:00 


Ic] oo 
.. 
a E 
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6 | E FOE r | A COTE 
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epee Amaj7 Dmaj7 

- A "m ==> 
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Ex. 147 Dniaj? Gmaj7 Cmaj? A7 
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Open Position IVlinor 7th Chords 
Learn the minor 7th chord shapes below and practice them in the following "basic moves.” 


Fig. 18: open position minor 7th chords 


"E Dni? 
Xi; OG HT 

Ex. 148 G Am7 D7 
=== HZ | ¢ d "E EE: 
Ex. 149 D Aan? I:m7 

il II E ee et A 
Ex.150 Em7 Am? 5 
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Movable Major 7th Chords 


Learn these moveable major 7th chord shapes and use them to play the fallowing "basic moves" . 


Fig. 19: moveable major 7th shapes, with sixth and fifth string roots 


major 7th chord major 7th chord 
(6th string root) (Sth swing root) 
E- x * ET 
LJ (0) NOTE: Top note is optional. 
dele 
è 
1 342 13 240) 
Ex. 151 Gmaj? Cray? Bm 
= == : e = 
6 Img | A ee 
6) E O 
Ex. 15 ' . 
Dmaj? Cimay? AT 
EET p | / A | 
© (&) ©) 
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Movable Minor 7th Chords 


Learn these moveable minor 7th shapes and use them to play the “basic moves” below, 


Fig. 20: moveable minor 7th shapes, with sixth and fifth string roots 


minor 7th chord minor 71h chord minor 7th chord 
(6th string root) (Sth sizing tot) (Alternate Sth string root) 
F X AM x x EA X x 
(e. ij e. $ LI (e) 
Hr TE E 
LLLI $ | 
2 343 13121 ro 243 
Se TON AmT7 Dm? Em?7 
(ES A ee ee A 
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Ex. 157 
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p Amaj? Cmi]7 Fmaj? 1 
ko" leeren a s das | z - ==p= > Ste — 
6 Se És A » ia | wL s 5 x3 D pre ME a eS E z =} 
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Chart #2 


Motes: 
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Chapter Eight 


Objectives 
* Tolearn 6th and dominant 9th chord shapes and their application to blues progressions. 


* To play "basic moves.” 
* To play two-part rhylhim charts 


This chapter explores 6th and dominant 9t1 chord shapes in relation to their use in blues 
progressions. While these two chord sounds work in much more than blues, we will confine their use to 
blues applications for this chapter. Over most blues progressions, these chord types will work well to 
create your own part. The trick lies in playing the right chord voicing (the specific arrmagement of the 
notes in the chord) and in understanding how these shapes can be applied over any given harmonic 
structure. 


6th Chords 


A 6th chord is a major chord in which the 7th tas been replaced with a 6th. Learn the 6th chord 
shapes below and use them in the "basic moves" that follow in exercises 159-161. For application, it is 
not always necessary to play the low root note, so it is shown in parenthesis. 


Fig.21: 6th chords, with sixth and fifth string roots 


6th chord 61h chord 
(6th string roo) (Sth string root) 
xx X X X X 
(e) T ren) | | 
[ele ILII, 
324 i 333 


3 
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Play the fallowing examples using only the upper three notes and omitting the low root. 


Ex. 159 (it Ch 


$14 22 41:2 79-3 


Ex.160 ^6 Aka iG 


39 


Dominant 9th Chords 


Dominant 9th chords consist of a dominant 7th chord plus à 9th tone. Learn the movable shapes 
below and use them to play the "basic moves" that folow. Again, the low root is optional. 


Fig. 22: dominant Sth chords, with sixth and fifth 3tring roots 


Yuh chord 


(6th string root) 


Oth chori 
(Sth string root) 


I p 
HH 
(Optional 1 3 1 3) 
Ex.162 G9 (9 
flo 12 2 A 
Ex. 163 n9 AU NX 
4 | | | 
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Ex. 164 py B9 AY 
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Blues Charts 


The following blues charts should be played wil? both a straight eighth note feel and a shuffle feel. 
Chart #1 is a twelve-bar blues with Gtr. 2 holding up the bottom end while Gtr. 1 plays 6th and 


dominant 9th embellishments. 


Chari #2 is an eight-bar blues with the same “ormat, While most af us know the twelve-bar blues 
form well, the eight-bar blues form should also be committed to memory. 

Finally, write your own twelve-bar blues using the 6th and dominant 9th sounds with your own 
rhythms over another guitar part like the one used in charts 1 and 2. 


Chart #1 
"12-bar blues" 


Gh 


G6 


GY 


e 
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Chart #2 
“8-bar blues" 


Ex. 166 Ba mn. re Eg 
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Write your own! 


Chapter Mine 


Objéctives 


* To learn more 6th and dominant 9th chord shapes. 
* To play "Basic Moves.” 
* To play rhythm progressions using given chord shapes. 


In Chapter 8, we learned some select voicings of 6th and dominant 9th chords to use with blues 
progressions. In this chapter, we will continue to learn and play more movable shapes of 6th and 
dominant 9th chord sounds with roots ort the sixth, fifta, and fourth strings. 

When playing the 6th or dominant 9th voicings. remember the basic underlying chord type has not 
changed. A C6 chord is still a major type chord and a C9 still contains a dominant 7th chord. The 6th and 
9th (or 2nd) scale degrees only enhance and add stylistic color to the basic chord type. 


More Gth Chords 


Here is another shape for the 6th chord. Use it in the "basic moves" below, (Play all chords with 
movable shapes.) 


Fig. 23: 6th chord, with sixth string root 


6th chord 
X 
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Here are Iwo more 6th chord shapes. with tlie root on the filth string. Use these in the "basic 
moves" below. (Play all other chords with movable shapes with roots on the fifth and sixth strings.) 


Fig. 24; 6th chords, with fifth string roots 
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x Xx 
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The next 6th chord shape is rooted on the fourth string. Use this movable shape in the "basic 
moves" that follow. 


Fig. 25: 6th chord, with fourth string root 
6th chord 
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More Dominant Sth Chords 


Learn the movable dominant 9th chord shape with roots on the sixth and first string, then practice it 
in the "basic moves" below. (Play all other chords with movable shapes.) 


Fig. 26: 9th chord, with sixth/first string root 
9th chori 
x 


Suet 
T » Tm real afi top. and/or batten) 
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Here are two fingerings for the movable 9th chord shape with fifth string root. Use them in the 
"basic moves" that follow. (Play all other chords with movable shapes.) 


Fig. 27: 9th chords, with fifth string roots 


9th chord 9th chord 
x x x 


2134 
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Here Is the movable Sth chord shape with four h string root, Use it in the "basic moves" that follow. 
(Play all other chords with movable shapes.) 


Fig. 28: 9th chord, with fourth string root 
Yth chord 


AK 
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Charts 


The following charts are lo be played using 118 indicated voicings. The diagrams are there to help 
you remember the new shapes and also to give specific voicings to be played. You should memorize 
these combinations of voicings and see them as “good voice leading.” Use these chords together in 
other songs and progressions. Alter you can play these combinations, you should then make up some 
other combinations by starting with the first chord in à different position/voicing and then trying to find 
the next chord by staying relatively close to the first chord. The more combinations you learn, the greater 
variety and ease In playing will result. 

Finally, it should be stressed that these 6th and 9th chords are among the most common of chords . 
All shapes should be Jearned and played regularly. You will everitually hear these voicings and recagnize 
their importance. ; 


Chart #1 
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a m * 


BILE 1 342 
Dmaj7 Em? 
*]|!e- ele (er ia 
$ 

2 1 n 
p LL 
tH t 
$41 


131431 4231 


To Coda Q 
AG Dinaj? G9 


Chapter 9 


Motes: 


Chapter Tem 


Objectives 


+ To learn the harmonized major scale in triads on the three strings. 
* To play "basic moves" using triad shapes. 
« To learn Roman Numeral use in harmonized major scales and chord progressions. 


The process of building chords on the degrees ol the major scale, using only the pitches found within 
the scale, is called harmonizing the scale. In this chapter, we will focus on learning chords from the 
harmonized major scale in triad shapes on the top three strings only. Knowing three-string triad shapes on 
the various string sels (1-2-3, 2-3-4, etc.) is essentia. lo qood fingerboard knowledge. These shapes are 
also essential for making up your own part within a la-ger musical selling, when a chord containing five or 
six notes might be inappropriate. 


Harmonized Major Scale 


Figure 29 shows the triads found in the harmonized Ba major scale. The lowest note of each chord is 
the root. 


Fig. 29: triads in the key of Bb 


Wit nue 


Play the B» harmonized major scale below using the shapes Irom figure 29; ascending and 
descending, in steady half notes. (The symbol **" denotes a diminished chord.) 


.187 Bè Cm Dm Ee F Cim A? BP 

=== l=; 11 4-23 

3 Ede : = 
B^ A? Gm | l Dm Cm Bh 


=—— MEE 


Now play the Bb harmonized scale in dialonic 3rds, ascending and descending. 


4.188 B? Dm Cm E Dm F fab Gm 
- e js: L. O 
F Ke Gm Be Br Gm A F 


Chapter 10 


“Basic Moves” 


All of the triad shapes learned in figure 29 are movable, so you should play the harmonized scale in 
all keys. Only in this way will you fully extend your knowledge. In certain keys, chord sequences from the 
scale may become too high on the fingerboard te play. Simply drop these chord shapes down one 
octave on the fingerboard and finish playing the scale. 

Play the following “basic moves" using the previous three-string triad octave shape [rom 
shapes. Depending on the key you are iri, and wha“ chord you are playing next, TE DSL TUNE 
it is sometimes better lo move down to the new chord. since it may be much 
closer to the present chord you are playing. Look at each example below and 
decide what direction (up or down) you will move wren playing a new chord. 

NOTE: Remember, all roots are on the third string. You can use the octave shape starting from the 
fifth string root (shown above, right) to locate the third string root. 


Ex. 189 Key of C Ex. 191 Key of F 
C E Em F C Dm 
e mna rec ORS E o "dia s] s sex ul cae A radi E a = . li 
ERE Les roy el 61 Pee EE a ESE 
Ex. 190 Key of D Ex. 192 Key of E 
D Bm A E B Cm D* 
61 A FEE || 61 p Ea rn 


Ex. 193 Key of A 
^ 12 Chin E 


SPERIAT EERE 


a 


Roman Numeral use in Harmonized 
Scales and Progressions 


We can apply the major scale harmonies we Fave learned to each scale degree, using the neces- 
sary chord type found within fhe harmonized scale and Roman Numerals to represent them. 


Fig. 30: Roman Numerals in key of B} 


Key of B. 7 
Chord: i B Cm Dm Eb F Gm A? 
Roman Numeral: | ii jii iV V wi vii? | 


Fill in the correct Roman Numerals in the following chord progressions below and then play them 


is diminished. 
Ex. 194 
Key of C C Em F G 
A E ee 
Roman : 


49 


man 
Numéral: 


. 196 
yorD p Fim Em A 


oS a a E A o 


Roman. 
Mumerah = —___ == — 2 —— 


ix, 197 
Mee y Be C Dm C E? 


4e rd dd IS ES O O og og |e- | 


*eyotG G Em Hin C D 
: TSP a qp EU RESESESER 


Chapter Eleven 


Objectives 


* To analyze and play Roman Numeral chord progressions. 
* To play two-part rhythmic chord charts. 


Analyzing Roman Numerai Chord 
Progressions 

Write in the chord names for the following Roman Numeral chord progressions in the keys 
indicated, play them using both full fifth and sixth string root chords (i.e., barre and open position 
chords). Finally, play each using the three-string tried shapes learned in the last chapter. Use a steady 
eighth note rhythm. 


Ex. 199 
Key of C —— - == 


KeyofF — a A is S 
I vi ii V 
ipu Eon 4 4 |2 E E E == 


Ex. 200 
Kay of D = 2 == = z - . dea u = 


Key of A — = 
IV V vi V 


I 
edad [4 4 E Se ee 


Ex. 201 
Key of G—— ————— — — — eec — 


Key of Bb A a - - MEE NER 


Chord Charts 


In the chord charts that follow, play part 1 using three-string triads only. Part 2 is a steady eighth 
note feel using full fifth and sixth string root chords and/or power chords, Play each chart and trade parts. 


Chart #1 
Ex. 202 
J = 88 l 
Chr. 1 Sada) E C^m E C#m 
fase) VER... eS SS 
$ — ae crcl v ER - ERGEBEN CULO CER 
Cn IE Cn 


Ce 2 all grosa) 


à m THTZEM PÉR 


5 


Ar hio d 


E 
EEC O or ££ EXE 


= E 2: i PL HM a 
Sutton. J eee [ee aals sg 


Chart #2 
Ex. 203 


Gia tay Gua 
Se FART Pa | rt in EX 


DIIS t dl Coda 


diee) T decd | Bebe 
Ie = st la wd. HPH 


E z E 


| Chapter Twelve 


Objectives 
* To begin working with sixteenth note rhythms. 
* To play chord “vamps” using sixteenth note patterns. 


» To learn movable shapes for suspended (sus) 4th and dominant 7sus4 chords. 
* To play “basic moves.” 


Part of the focus of this chapter is to begin playing sixteenth note rhythm patterns, concentrating on 
the strumming hand. The main idea is to achieve a relaxed, even strum, Practicing with a metronome or 
drum machine is essential! As you play through each pattern, practice them at slower as well as faster 
tempos. This will greatly improve your sense of time and feel. 


Sixteenth Notes 


Let's begin by playing lhe following sixteenth nate rhythms while muting the strings with the fretting 
hand. Play each example at the following tempos: , = 60 and J = 80. Pay ciose attention to strumming 
direction and concentrate on keeping a relaxed feel in your strumming hand as you play. NOTE: Never 
look directly at the sun while playing your guitar! 


Now let's use chordal attacks and combine some of the rhythms just practiced. Again, pay attention 
lo strumming directions. To develop your rhythmic independence, you should practice on counting the 
quarter-note pulse out loud. while playing these sixteenth note patterns. 


Ex. 207 Dm7 (hina? 
sa Vv AY om m= AAVV & Y m = y vim. 


Ex. 208 Bn pu 
m Vo mv om m xin. 


ga) LTT) |) TST. 


Ex, 209 AmajT Fmaj? 
ma Vv A i 


V V xim. 


LI 


Ak 
Later, in Chapter 13, we will combine both muted and chordal attacks along with new combinations 


of sixteenth note patterns, So keep working on the patierns shown on the previous page using your own. 
chord sounds to master these rhythms well. 


Suspended 4th Chords 


Since suspended 4th chords do not contain à major or minor 3rd, they are generally symbolized 
only as “sus4." A chord type (major or minor) is not given. However, in theory a sus4 chord that resolves 
to a major sound is thought of as a "major sus4" while a sus4 chord that resolves to a mínor sound is 
thought of as a “minor sus4.” 


Fig.31: mavable sus4 chord shapes 


sus sus sus 
(6th string root) (Sth string rout) (4th string, root) 
E aam N x x 
e 
123411 


Use sus4 chord in the "basic moves" below. 


X210 asus A Ex.211 Li sass D 
64 TO O rg bg 6 | [4 3 == e || 
or B O) " (8) 6) 
Ex. 212 pus — Dm Asusd A 
Y ti ly fre al 
(5) (5) 16: 15) 


Dominant 7sus4 


Although the dominant 7th suspended chord does not contain a majot or minor 3rd, it is symbolized 
as "7sus4" since it does contain a lowered seventh degree. Use these 7sus4 shapes in the "basic 


moves" below. 


Fig. 32: movable 7sus4 chords 


Tsus4 7s 184 75usd 
(6th string rool) (Sth sr ng root) (4th string rool) 
AA Xx p XX —— 
sels EE 
1 
131411 ee 173 1 1321) 
X213. BIsus4 H7 Ex. 215 Dsus E7sus4 — E7 
/ A age a | AL. - - Lad " ripae 
ur IGNEUS Tg A AA) 
"A ig o “8 e e 
Ex, 215 G7sus4 G7 
er NM "m 
dE pror 
J a , 


Chapter Thirteen 


Objectives 


* To learn new sixteenth note rhythms. 
«To combine sixteenth note rhythms to play single-measure funk patterns. 
* To play charts using new patterns. 
In the last chapter, we began learning some sixteenth note rhythms which we combined into short 
patterns. Let's continue this by adding three new sixteenth note rhythms. which we will use in one 


measure patterns. Remember to always use a metronome or drum machine when practicing these 
rhythms and play them at different tempos. Suggested tempos for example one are: |- 60 and |- 80. 


More Sixteenth Noite Figures 


Be sure to pay close attention to TP directions on each rhythm. Use any chord. 
Ex. 216 E V Ex 217 my m v 


436 A bla 


Ex.218 MY V 


Both the eighth and dotted eighth: rhythms in the figures above, can be played as sixteenth note 
"scratch" patterns as in the examples below. Play each example using both interpretations and notice 
that the chordal attack of each rhythm is the same. Use any chord. 


Ex. 4 


un 


Ex. 221 


e hf hx TR 


SUIT An 


Use the boxes below to write out several chord pairs to use in practicing the rhythms above. 


One Measure Patterns 


Let's now take some of our sixteenth note rhythms and combine them to make patterns for use in 
Ihe charts which follow. 


Ex. 222 D9 
mv 


Ex. 223 pan 


dx Eb a be! IA. Atay 


Ex. 224 A9 
m v 


Chart #1 
Ex. 226 FU | maj9 
7 5th; e 
| ETE A z | 
Dm7 B*maj? 
zi / 1 EL AA —— / ‘| 
Gm? Am) Bbmaj7 Ebmaj7 Dm? 
E'maj7 
=F- 7 = 
F9 
e E rà E 
Dm? Cm7 
E / 
> > > > 
Gm? Am7 Bbmaj7 Ebg Du? 


(=== = = 


Chapter 13 


Chart #2 
Suggested rhythm e E 
ài EAA 
E 2x 
Ex 


Cmaj? F9 I^ maj7 rto Abmaj7 D'9 Cm7 


EE AL ff SSS =3 


Motes: 
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Chapter Fourteen 


Objectives 


» To leatn movable shapes ol major and minor Sth chords with the root on the sixth and filth strings. 


* To play “basic moves.” 


* To play rhythm charts using given chords. 


Major and Minor 9th Chords 


In Chapters 8 and 9 we learned shapes for dominant 9th chords. We will now. learn shapes for major 
and minor 9th chords with the roots on the sixth and fifth strings. When adding a 9th (2nd) to any chord, 
remember we are not changing the chord type. A major 9th chord is a major 7th chord with the 9th (2nd 
scale degree) added. A minor 9th chord is a minor 7th chord with the 9th (2nd scale degree) added. The 


9th (2nd) scale degree only adds "color" and enhances the existing chord type 


Fig. 33: movable major 9th shapes 


major 9th chord vp Mh chord 
(6th string roo ) (5th string root) 
x x x 


T 2314 2148 


Ex-228 Gm7 c5 Fmaj9 Ex.229 pm; G7 

é EEE GL ==) =F 

e © © ® 6) (8) 

=x. 230 Amaj?  Cím? Dmuj/  Aunaj9 Ex. 231 Dmaj9 Gry? Bm7 

61 FTF | 6114114 Era] 
o © © © : © w © 


Use the minor 9th shapes below in the "basic moves" that follow. 


Fig. 34: movable minor 9th shapes 


minor 9th cherd minor 9th chord 
(6th string root) (5th string root) 
X -— x X 


58 


CR Dvd tcc ca a 


Ex. 232 Amü D7 (maj? Cmaj? Ex.233 ino — A7 Dmajf Cmaj? 
E EEUU E EE 63-1 ee ee ee a | 
= srg 16) & 6 & O) (S) 
Ex.234 cil Am? T ER Ex.298 nos E eo 
EEE |e se rt 617 7 PITT? 
® ® 
Charts 


The following charts use major and minor 9th chords, as well as dominant 9th chord. Choose a set of chor 
shapes and write them in the diagrams below each chart. 


Ex. 236 
1-7 
Dray? 


m7? 


Chart #1 


Suggested mythm: 


<= =F E EIA FE 


l. | 


Abmaj7 D^9 Cmaj9 
E LIE AAN AAA === 
2 D.C. al Cada 
Cm? I^maj7 A7susd A? 


r7 
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Chart #2 


Suggested rhythm: 
P 1 A A t 3 


Am9 DU Aan 


| py m 
ed aaa -— Pac mmm ;| 


Am9 D9 Gtmaj9 Cmaj? 


blas EEE A IAEA) 
Am B7 Em B AT 
dual E-4-p | Es EEE 


[ITIT 


Chart #3 


Suggested rhylhim 


2... XI I 


EX. gh 


a da Bm7 iras E9 . Dm9 


Cmaj9  F9 Em? E9 Dm9 D^) Cm? po Cm9 Deo 


===> ; IX Ep 


2H == 
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Chapter Fifteem 


Objectives 
* To learn shapes lor minor 7th Hat live chords will) roots on the sixth and fifth strings. 


* “To play "basic moves.” 
* To play rhythmic charts using given chords. 


Minor 7.5 


The minor 7*5 chord type is an importan! one because of its relationship to other chord types (i.e. 
dominant Sth, minor 6th, "slash" chords). Depending cn its function, it can be called several different 
names, Although it functions as a chord in the harmonized major scale, its most common usage Is found 


asaii chord in minor keys. 


Fig. 35: movable minor 755 chords 


mis ms Alternate? 
(Oth string root) (Sth string root) (Sth string root) 
lal x K Y x x x 
A 
" à 
2 341 


Use the m7>5 shapes shown above in the "basic moves" below. 


Ex.239 Ging Am7»5 D7 
heer lt EIA 
"AUD © ®© © 
Ex- 268 Dm7 [m7*5 AT 
$1 A A A Se ety 
` E $ (6) 
icu Cinaj? Din? Bnr 5 
6 e ord |o E == E == | 
T © CL © 
A T, AG Bm7s E7 
E poop ree 

() (5) (8) (& 

bi km7 Pra 725 F9 

Xf EE) 
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Charts 


The following charts also employ m7*5 chords. 


Chart #1 


Bm7 E7 Anuj7 Dmaj9 


=== === A ee E Y E 


ana EIA 


F*maj? Ft Cha?es ad 
AAA E | o£ dnce === 


Fm7 Am3's. D7 


Gmaj7 riz Bm? E7 Amaj7 


EEI SV eS 


. Dmaj9 Gim75 F*m7 C 


C7 
[Roi EE 


Chart #2 


Am? : Di 7 Ayu? 


SINE 


es ee 6 |A t t a 


Ami 


Chapter 15 


Chart #3 


Ex. 246 

Straight €— Feel 4 284 

Em 7*5 Dmaj7 Giaj? C*mbs Fé E Bm? 
dnx 4 
: Cm? d 

Gu —— m | ES d xm = 

AmS D7 Gm7 Am7*5 D7 Gmaj7 
dou pid ESS = => 

PS i= =>" <—— I 
Bm75 E7 Amal? Dima? Nm p? Grin? 
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, Chapter Sixteen 


Objectives 


« To learn shapes for minor 11th chords with roots on the sixth and fifth strings. 

* To learn shapes for dominant 9th sus4 chords with roots on the sixth and fifth strings. 
* To play "basic moves" 

* To play rhythmic charts using given chords. 


In this chapter, we continu to look at extended chords, learning the minor 11th and dominant 
Jsus4 shapes. As we saw previously, the 9th is actually the 2nd scale step. Using this same principal, 
the 11th is the same as the 4th step of the scale. 


11th and 9sus4 Chords 


Since any chord containing a major 3rd or major 7th is considered to sound too harsh with the 
addition of the natural 11th, we will look at only che minor 11th chord type along with the dominant 
8sus4 chord type. Remember that the 4th (11h) is acceptable in the dominant 9sus4 because there is 
no major 3rd. Since no major 3rd appears in the chord, we call it "sus 4" rather than 11th! 

Note: However, it is common to see a dominant 9sus4 chord called (incorrectly) a “dominant 11th." 
For instance, "A9sus4" may sometimes be seen as "A11" The dominant 9sus4 is also commonly known 
as a "slash" chord, (A9sus4 = G/A). Stay tuned tor more slash chords and their function in later chapters. 
In this chapter we will label the chord only as a “9sus4". 


Fig. 36: minor 11th chords 


tae 


mil ril! (Alternate) 
(6th string root) (Sth sting root) (Sih string root) 
2 341 2 841 
The following "basic moves" use minor 11th chords. 
EX. 247 Gait Fmaj? ERG koji AJ Dm7 
LEETE. I N Or | SS a 
toe E) (6) . (5) (8) © 
EX. 248 cun B?may7 p 250 Amil D7 Ginaj? 
A 2 a as [sut Cia L) / A occa, - - 
$1 EB ee (yf Ede 
0 © " © m O 
Ex. E51 Cm]! Emil Errmaj? 
ce Pm pr tems PES . ] 
6 FSA drei 
7 ©) i5: 8) 
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Chapter 16 


Fig. 37: dominant 9sus4 chords 


TES! 
Osus4d sust (Alternate 
(6th string roal) 15ih string ront) 5th string zoo] 
* x x x 
cy NE ETT 
il 
2 N41 req ee 


The following “basic moves" include 9sus4 cho ds. 


Ex. 252 9cus4 Ex. 254 


Dmaj? E9sus4 D9sus4 B^ma]7 Am3 
MEE - FA ||| Gra HEHE 
AE g ® j O ® & © 
Ex.253 Ebogusá Ab Ex 225 Gin? Am? B'9susd  Ebmay7 
E AA ui 6- EL SS SS SS 
| O (8) ® © 6) © 
EE MR Bm7 EYsus4 A Diaj? 


Charts 


The following charts incorporate m11 and 9susá chords. In Chart #1, notice the half-step motion in 
the bass with different chord types. Observe where any common tones appear in the chords. 


Chart #1 
Ex. 257 
Slowly 4 =60 

Cmaj? Bmll Bemai? Aml] A*maj? (map? Cmll Bhmajj Bwli £9 
€ T4— > - MN: zl zl Siren = | | 

Amaj? F*m7 Gma Ami D77 D^9 G^maj? Go 
r= -E— |- j ) / === Tum ure ry a REA 

- = : item 


Bml] Bhmaj7 Amt! D7 Gm7 C9 Bmaj? Gm? Amll Amaj?  'Gmaj7 


ELLA EA 


Chapter Sewenteen 


fo D - 
Objectives 
* To learn major 7th and minor 7th chord shapes with roots on fhe fourth string. 


* To play "basic moves.” 
* To play rhythm charts using given chords 


Up to this poiat, we have learned and played most chord shapes with the roots on the fifth and sixth 
strings. Now we will begin learning some shapes w.th roots on the lourth string and combine them with 
other chords learned previously. One advantage to using chords with root on the fourth string is it allows 
us to have less movement between chord changes. In fact, you may stay in one position to play most 
chord progressions if desired. 


Major and Minor 7Vths with 
Fourth String Root 


Two shapes are shown for each major 7th and minor 7th chord. While the first shape given is more 
practical, (the second shape of the minor 7th is a stretch!) work on beth and apply them to chord 
progressions you already know, 


Fig. 38: major 7th shapes, with fourth string root 


mayor 7th major 7th 
(Uh alt slring root) (4th string root) 
XxX 


Ex. 260 niii Eemi? 
J- j ry 
61: Gy 4.2.7 LE 
e) sing, rh 
roots 15) (A1 
Ex. 261 Dinaj7 Fmajz lenvay 7 
"M - pii 
BA ZOT Pa er 
al AS 
(5) f4i 4 
Ex. 262 Amaj? Cima] 7 Dmaj7 
$ | M e y —— A sai F] 
E == E P AEE ==> 
| a D © 


Fig. 39: minor 7th shapes, with fourth string root 


minor 7th minor Fr 
(Hh Siring root) (Alternate . 4th string root) 


m g 


1 


Ex. 263 


Bm7 En? 

» ea: 
xor pog [e Fy a 
"eda 
fools’ 15) 4 
Ex. 264 Amaj7 Pm Dima? Cm? 

4 

4 £-- God / | / P. e d El 

(8 (a (5) © 
Ex. 265 Gm? Dni? Anv? 
Dc rcp — 
o © D 


“Basic Moves” 


These "basic moves" combine both major and minor 7ths with fourth string roots. 


Ex. 285 Emaj7 Am]? Cm 
z EEF ee rcrum 
“wos ®© D ij 
BETON Fmaj? Em? Bin? Cmaj? 
= > 18 o = =n eee - a 
61 A e ae 
© a) E (8) 
EX, 267 Bera]? E> muy? Abmaj7 Gm7 
Lh So. eS Se at 
é AAA ae eee 
® © (3) a) 


Gm7 Pina? 


c 1) 
Ex, 269 Fmaj7 Hm? Aviad km? 
o Je em ad = i 
ERES 1 pna LEA 
(5) E ta] ® 


Charts 


Chart #1 mixes fourth-string-root 7th chords together with fifth- and sixth-root 7ths. In chart #2, play 
all voicings with the root on the fourth string. x 


Chapter i7 


Chart #1 
Ex. 270 
Moderately 4 = 84 To Coda ( 
Gma? — F*m? Fmaj? Em7 Bm7 
— D; 
"e: = . lm | 
laci. e (4) (4) (4) 
Gmaj? Flim? Amaj? Gén? Cin? . Fem? D.C. al Cody 


A ES 
Coda 
Fmaj? Cmaj7 
== iiS E 
Egi" erect porci ple z 
&) [53 
Chart #2 
(“Dotty Said No”) 
Ex. 271 
Moderately Slow J = 78 
Bm7 Am? Gmaj7 Em? Fmaj7 n E'may? Gm7 Ghinaj? Em? Ebmaj7 


sinn e. 
ichs @). @) (4) $ o 


Am? Gm7 Fma? Din? Em7 Am? Abmaj7 
6 iz. ` | # es X 4 => 
=~ im a - = 


Em? Gma Fm? Bm7 Am? Gmaj7 Em? 


O e 


Em? | *5m7 Gma Am7 p 


B 4 a ee 


Chapter Eighteen 


Objectives 


* To learn dominant 7th and minor 7:5 chord shapes with roots on the 4th string. 
* To play “basic moves." 
* To play charts using given chords. 


Here we will continue with fourth string root chords by adding the dominant 7th and minor 7»5. By 
knowing these four chord types, with the roots on the sixth, fifth, and fourth strings, you are well on your 
way to playing most chord progressions in one position. (In later chapters, we will explore this in detail.) 


Dominant 7th» and Minor 7.5 Chords 
with Fourth String Roots 


Fig. 40: dominant 7th and minor 7,5 chords, with fourth string root 


7th mata 
Ath string root; Hh string rout: 
& X 


1324 


The following “basic moves" use dominant 7ta chords with fourth string roots, followed by m7»5 
chords with fourth stririg roots. 


C2 am] G7 Ft7 
HEEE 
mos (E) o e 
Ex. 214 Amaj7 Fan? Bm7 RY 
———— — MEET 
Xd L| ES 1 
(4) (4) (By (a) 
GRIS Em? Fims B7 EE EIS I3*ma]7 Gin? Am7#5 
= ——— eS ELE = => ] 
Ai EEE AAA | ae EL EAN 
á (4) O ig) : [4) © (a) 
Ex. 277 Bm? G*m 7*5 Amaj? kám? 
EEEF rra E] 
(a) [a EV (8) 


Chapter 18 


Charts 
The following charts mix 7th and m75 chords with fourth string roots. 
Chart #1 
Ex. 278 
Moderately Slow 4 —76 
Dm7 GT Cmaj? | E Cm? T7 Bbmaj? 
| Ser, [ati Free SF | 
roots, ©) fo] a) a a @ 
Em7 A? Dmaj? Gm? C? Fmaj? 
$e [md SS SSS SS 
" 8 @ © @ ®© O 
Bm7 E7 Amaj? Ben? oO Abmaj7 
=== | EE Pe AEREA 
E (5) e (8) (6) = 
Am7 D7 Gmaj7 F*m? n7 Ema]? 
EEE ES LL ES por 
pi ® 
Chart #2 
Ex. 279 
Moderately Slow J = 680 
F*m7*5 B7 Em? Cim7»5 
EM A : dE EE SS 
E) (5) 5) 
Bombs E>7 Abimaj? Fm? 5 Be7 Em? 
O A A LER E- 
D (8) 3 (51 (8 5 
Cms F7 Bm? AmS D7 Gm7 
rrr FTE OL eS PG Gc 04071 4741. 
el a: à © © 
Ens AT Dm7 Bm? E7 Amaj7 
6 EU. muli; |; See | 
5 © (8 (8) €) 
Notes: 


71 


* Chapter Nineteen 


Objectives 
* To learn the layout of the neck in the "five patterns.” 
a To learn five patterns for major and minor chords. 


* ‘To work on "basic moves." 
* To play progressions with rhythms. 


The Five Patterns 


The five “patterns” on the guitar represent five areas on the fretboard that can be identified by the 
locations of the roots. Scales are traditionally taught in this manner, but chords are often not. However, it 
is very important to also view chords in this manne: because it helps set up a relationship between 
chords and scales. Of course there is already a corinection between chords and scales through the 
study of harmony and theory but it is best to also sce physical connection on the guitar. The easier it 
becomes to see the roots related to a position, the easier iL is to spot a chord as well as its arpeggio and 
its scale, all at once. This is a method of practicing and viewing the neck that greatly improves. one's 
ability and combines three essential elements (cho'd, arpeggio, scale) into one routine that can be 
maintained as you learn new things. It breaks down the barriers between Ihese three elements that 
sometimes have a tendency to be separated. Instead, we will see them as different interpretations of the 
same thing. 


Fig. 41: three ways of viewing A7 


Chord | Arpeggio Scale (mode) 


(a S fr, 


By practicing in this manner you will be able to access more choices for chord voicings and not be 
limited to just orie or two voicings for a common chord type like major 7th, minor 7th, dominant 7th, etc. 
Then your choice of which voicing you play will be based more on a musical concept rather than a 
surely physical reason. 

Here are the five areas we call patterns, shown with C roots. These patterns are sectioned off by 
the octave shapes contained within them. Each root is shared between two positions. It is in this way 
they are connected. j 


Fig. 42: patterns 1-5 tor € 


Pattern 2 Pattern 4 
(roots on 5th and 3rd) (roots on Gih, 4th and ist) 
A caute 


0; 
Pattern 1 Patiler 3 Pattern 5 
(roots on Sth and 2nd) (roots on Gih, Hd and 181) (roots on 41h ang 2nd) 


——HÓ— Á 


Cimagpier 12 


Once these patterns are linked up, they remain connected in the same way regardless of what note 
ihe root happens to be. As you look al different roots, the first pattern will change to another position 
(fret) on the neck. but all other patterns will remain 3onnected in the same reltationship. The best way to 
see this is to do the “octave jump" exercise which follows. 


“Octave Jump” Exercise 


"Play the roots of each pattern by "bouncing" back and forth between them in a rhythmic way (keep 
a steady beat). After staying in one position for a little while and observing the pattern you are in, move 
up or down to the next pattern. Continue until you have gone through all five positions for one root (C, for 
example) then switch the root to a new note and go up or down for that root. Do this on at least three 
roots everyday for three minutes for every practice session for one month. Change the three roots 
everyday. It is best to always start the exercise from the lowest pattern on the neck for the root you are 
looking at (i.G., C's lowest pattern is pattern 1, F's lowest pattern is pattern 4). 


Let's take a look at the five patterns and the major triads contained therein. 


Fig. 43: D majar chords and roots, in patterns 1-5 


Pattern 1 


2h 
Pattern 2 


Pattern 4 


Pattern 5 
X 


12 ff 


Each diagram starts at the "shared" fret indicated by the equals (=) sign. Notice the shared root at 
the fret indicated! These five patterns show D major. (C major involves open strings in pattern 1 so we 
raised it to D major.) 


Here are the five pallerns with their minor triads. 


Fig. 44: D minor chords and roots, in patterns 1-5 
Pattern 1 


Pattern. 2 


— 


Ss Pattern 3 


- HH Paftern 4 
Hs = e is "Pattern 5 


Progressions 


As you play the following progressions, choose chord shapes near one another. Use different 
patterns for each starting chord. 


Dm G play 4 tes 


10111 Srey 


zx. 281 


A C#m D E play 4 times 


6 14 ree iw em am 


fet | Oe 2 
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Em Am 


(E SS == =S SS 


c n Em 


scrycuT y dopgor o df ee ee == == EE 


Cycle of Fourths Exercise 


The exercise below uses all five patterns with the chords rising through the cycle of fourths. The 
cycle ot fourths (and fifths) should be committed to memory because most songs use this cycle in their 
chord progressions, and because it will take you through all twelve keys (as does this exercise), 

Play through the exercise with a quarter note on each chord. First use only major chord types; next, 
use only minor chord types; then try a combination of both. The exercise starts on C in pattern 1 (open 
position) and stops on C in pattern 1 (twelfth position), an octave higher. 


Tempo 4 = 60 


Pattern: 
start here — — 


Notes: 


76 


Chapter Twenty 


= = 
Voicing 
In this chapter we will continue to work on the five patterns of major and minor triads. By now you 
may have noticed these chords sound somewhat different even though they are the same letter name 


and type. This is because they are different voicings. 
The voicing refers to the order af chord tones upward from the bass note. 


* One voicing might be: 1, 5, 1, 3, 5, f. 
* Another might be: 3. 1. 5, 1. 
» Another might be: 1, 3, S, 1, 3. 


So the order in which the chord tones occul has some effect on the sound, but it does not change 
the basic sound quality. For example, all major chords will sound major, but different voicings will have a 
somewhat different shade of sound, 

Here are some variations of the five basic chord shapes for major and minor presented in the last 
chapter, The smaller shapes extracted from the larger ones are very important because they have a 
different density of sound and are more appropriate for some situations. Part of having a good rhythm 
guitar vocabulary is knowing which voicing is correct for the style and instrumentation. Be sure to 
compare the variations to the original. Most of the time, they are a smaller version of the original shape. 
Fingerings are left out so that you can focus or the octave shapes. See the root! Experiment with all 
possible fingerings! 


Fig. 45: major shapes and alternate voicings 


x 
Pattern 1: 


Pattern 2: 


Pattérn 3: 


— 
Pattern 4: e| | | e$ 


Pattern 5: 
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Fig. 46: minor shapes and alternate voicings 


Pattern 1: 


Pattern 2: 


x 
Pattern 3: 


Pattern 4: 


Pattern 5: 


These variations are often inversions of the chord. See which note is in the bass as you learn each 
shape. The trick to using these smaller shapes is to see them as part of the larger shapes. Put them into 
some "basic moves" and progressions so you can hear them as a certain type of chord sound, Also see 
where the root lies in every shape. 


“Basic Moves” 


Use the smaller shapes shown to the right of each exercise in the following "basic moves,” These 
are meant to not only give you physical practice, but also to give you practice heariog these 
combinations of chords as "units" of sound. Praclice each move in every key. 


Ex. 288 G C 1) play 3 pner a M c^ "T 
Nu —— ERG o . € W LI [ee [el 
¢ EA HE a Erg m Ue 

ul AY 2341 EN NEE 
Ex. 289 play timos « [a : ve ei 


a m. ain ‘i qwey|s LIA 
644 [ZE E SO ed | zs s 
i | 


Ex. 290 


Ej play «f Niven. 


$F ITITI | tt tt [nera] 


play 4 an xxx " xas " 
edi. Er il EN DR 
a C play d same vau DR 
ERR een [r tea ler eg rif 


Ul Ido 4 times 


se 4 2o. o; PEDEM STIS w Taf xn 
AAEE P EEE a pai 5 
o s MEN $2311 2 TI 


A quii 4d nes Ts es: wae bein T" 
lu YEE ly rere Al E i Ht 


Ex. 295 


Am Dm play unos 


ASE TN VTA 


ird Cw Em plus 2 mes 
eE EEE FEE 
Ex. 297 Be T m 
éd EL HE AER 7 Ei 


Progressions 


Improvise different chord voicings as you play the following progressions, Also, improvise strum 
patterns for the “hash marks." 


Ex, 298 G 


==. ER — PES t r-EXGECPEE 


ib d LL ) 14. = E 
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G 


php as 


Ex. 299 
Am 


drea Mua ATP 


` Chapter Turenty-One 


Objectives 
+ Tolearn major 7th, minor 7th, and dominant 7th chords built trom major scale fingering patterns 
1, 2, and 4. 
* To play “basic moves," 
* To play rhythmic progressions. 
* To review five positions of major and minor triads, 


In Chapters 6 and 7, we learned and played major and minor triad shapes built from the five major 
scale fingering patterns, Chapters 8 and 9 will concentrate on major 7th, minor 7th, and dominant 7th 
chord types, also built from the five major scale fingering patterns. In this section, only patterns 1, 2, and 
4 of these chord types are shown. 


Formulas for 7th Chords 


Seventh chords consist of four notes from tha major scale: root, third, fifth, and seventh (1-3-5-7). 
The breakdown for each chord type is: 


* Major 7th: The major 7th chord consists of a major triad with an added major 7th interval. The 
formula is: root, major 3rd, perfect Sth, mejor 7th, or 1-3-5-7. 


* Dominant 7th: The dominant 7th chord consists of a major triad with an added minor 7th interval. 
The formula is: root, major 3rd, perfect 5th, minor 7th, or 173-597. 


» Minor 7th: The minor 7th chord consists of a minor triad with an added minor 7th interval, The 
formula is: root, minor 3rd, perfect 5th, minor 7th, or 14+3-5-47. 


Major 7th Chord Shapes 


Figure 47 below show the Cmaj? chords for patterns 1, 2, and 4. 


Fig. 47; Cmaj7 chords 


Cmaj7 Cima? Cmaj? 
Pattern 1 Fauerm 2 Pattern 4 
A £12 0. v, fs D L] x 
74 Jh un 
ah tL 
MICA. 
BE Hd | 
TTE 
12341 
Ex.300 , . Pee 
Cmaj7 Gina}? Biya? Dory? 
dE ee ee SS SAS 
SEO M Z à = 
Play pattern: 1 4 2 2 
301 


EX, 


Emaj? Amaj? Dmaj7 Fmaj? 


= 
Play patern 1 4 2 1 


B0 


EEE Eo | go de 1 EE IEA 


a 
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Ea. SOA hajt B'maj7 Fmaj? Cmaj? 

Woo pc p lage Ara pg cy <= EE 

Play pattern, 2 4 1 4 

Ex. IOS nij? wn 3017 Gema? Emaj7 
O == == === 

Play nallerm: 4 4 1 2 


Dominant 7th chord shapes 


Figure 48 shows the C7 chords in patterns 1, 2. and 4, plus an alternate pattern 4 shape, 


Fig. 48: C7 chords C7 c? C7 C7 
Pattern 1 l'attern 2 Pattern 4 (Alternate Pattern 4) 
x x x x 


aA 


1314! ; 131211 1 245 

PAM. en l 8E Bh? GT 

| = = a Oe oe ee ee I 
Play pattern: 1 4 2 4 

Ex, 308 A f E7 m 7 i F7 E7 
EE AA AAA EE 
Play pattern: 4 2 1 1 

TUM, EN © B7 f E Ab 
SS = SS SS SB E E SS 
Py paltentt 2 4 2 1 

Ex. 307 GT C7 ET A 
PEEL arr: EN Se eee 
Play pattern: 4 2 1 4 


Minor 7th Chord Shapes 


Figure 49 shows the Cm7 chords in patterns 1, 2, and 4, plus an alternate pattern 2 fingering. 


. 49: Cm7 chords Cm7 Cm7 Cm7 Cm7 
Fig 9: Cm? chords Pattern | Pattern 2 {Alternate Pattern 2) Pattern 4 
A * x 


Rir 


2 323 


Ez #08 Dmi? B^m7 | Clu | Gm? 
t Bre | CF Sea 
Play pattern: 1 d 2 4 
Ex, 309 Am? Din7 Lm dun] ee 
SS a iaa lr A ERA 
Play pattern: 4 2 1 4 
Ex. 370 Dem? Ghin7 Bar? Gbm7 


AAEE AED A E ELE ES ——— =| 


May pauterm; 4 2 


Ex. 311 . 


bn? Bn? Em? | 
— EIL Joe uum gr 
‘lay pattern: 2 1 


“Basic Moves” 


The "basic moves" below all use the major 7, dominant 7th, and minor 7th chord shapes learned 
in this chapter. You decide which chord shapes to play, making sure to keep all roots within a slx fret 
range of each other. 


et TE a Bm7 mE Em? AT lcd 
$1 SSS |e EHE] 
e» Ma Em? Cmaj7 Bm7 Gmaj? play 4 times 
GS == ee == 
=x. 314 Bmaj? Dm? f E^maj? F7 play 4 rimes 

SS SS SS a EZ ee 
Sx. 315 


" Fm 1997 E*m7 Dinaj7 play 3 tmes 


etr cpu E Se === 
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Progressions 


The following progressions use the major 7th, dominant 7th, and minor 7th chord shapes presented 
in this chapter. As a general rule, remember to keep all chord shapes within a six fret range of each other. 
Use the suggested rhylhm patterns (strums) given with each progression and pay close attention to the 


repeats, multiple endings, and Codas. 
Suggested rhythny T de 4 e ; = = J2 =) 
54 JEZ. E LNE | 


Dm7 B^maj7 Gm7 


AT 
cup ed oe ee ee === 


AT LUE D'maj? AT Dm7 
/ f ¿| e ee E == o 


Suaqestertalydim " A 2 | j 
REFER EE 
Ex. 319 


Gm7 Cm7 (int E7 To Coda | 


Gee IE Qoo 4d 44 te Se 
Bbmaj7 Ebmaj7 Dm? Gri? D.C. al Cod: 


FAN | SS LSS 


dc =S 


E^maj7 Dm7 Gad 
-Ry r SSS 
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Chapter Twenty-Two 


-— E 
Objectives 
» To learn major 7th, minor 7th, and dominant 71h chord shapes built from the major scale in 


fingering patterns 3 and 5. 

* Toconnect the five patterns of major 7th. minor 7th. and dominant 7th chord shapes up and down 
the fingerboard, 

* To play "basic moves.” 

* To play rhythmic progressions. 


In Chapter 21 we learned the major 7th, miror 7th, and dominant 7th chord shapes in fingering 
patterns 1, 2, and 4. Let's now add the shapes of patterns 3 and 5 to complete the patterns for these 
chord types. 

It is important to learn as many shapes as possible. So far you have covered many voicings for 
each chord type. This is good, but we must stay on top of them, so make sure you keep time in your 
practice schedule for regular review. See how many ways you can think of to play any chord type, then 
look in this book for the ones that escaped your mind. Put extra emphasis on chords you don't always 
remember. Challenge your mind as well as your lingers. 


Major 7th Chord Shapes 


Figure 50 shows the Cmaj7 chord shapes in patterns 3 and 5. 


Fig. 50: Cmaj7 chords Cmaj? Cmaj? 
' Pattern 3 Pattern 3 


xx — 
E 


mer 


E ind Gmaj? EN Cmaj? — B'maj? n Fray? 

6t =J a + Eu | ER =f a E, =| 
lay patter: 5 3 3 5 

j^ wet Amaj 7 Fmaj? ]3^maj7 Emaj? u 
bi ae 8 4 d | / (o6 ERR E 
lay pattern. 3 5 3 5 

E wae Emauj7 Ama] ^ cima? Diaj? 

a = Se be bcc R oi 
A ogorog PEEEEI 
Play panem: 3 5 5 3 

= dd rmi? D'maj?7 Bari? En? i 
FEE ee E FA L. == | 
Play patterm & 3 3 5 idi 


B4 


Crespo "E e 


Dominant 7th Chord Shapes 


Figure 51 shows the C7 chord shapes in patterns 3 and 5. 


Fig. 51: C7 chords 


Ex. 324 ud f Di 
decr | zr 
Play paller 5 3 
Ex. 325 37 . ek | 
AAA pur 
Play pattern: 3 5 
Ex. 326 e KI 
AIN 7 
Play pattern: 5 B 
Ex. 327 t3 +7 
ya de =e 
SS Se 


Play pallern: 3 


E 


~ 


c7 C1 
Pattern 3 Pattern 5 
HER M xK 
HHH 
tammata; 3 
i? : f C7 
AE 
à 3 
G7 F? m 
| £2 4.24 X 2A RES 
[37 f Q7 i 
| Z 404 AFA 
3 5 
ph Em ] 
SSS 
3 5 


Minor 7th Chord Shapes 


Figure 52 shows the Cm7 chord shapes in palterns 3 and 5. 


Fig. 52: Cm7 chords 


“Basic Moves” 


tim? Cn? 
Patlern 3 Pattern 3 
li E Y ra IDE 
tj ] 
iii e H 
| Li 
ENS LLL 
2314 1423 


The following “basic moves" all use the major 7th, minor 7th, and dominant 7th chord shapes 
learned in this chapter. You decide which chord shapes to play, making sure to keep all roots within a six 


fret range of each other. 


EZ 


i. 332 
Cmaj? Am? Dm? 


G7 play 4 times 


Be 


bE Sa el 


3 
Am7 Fmaj? m7 


61 === === |4 6c 


Ex. 334 


Cmaj? play 3 unes 


YAA 


p7 play 4 times 


E^maj7 Gm7 Abmaj? 
=== === | OO EA 
Ex. SS Fmaj7 Gm? c 


ier A S |A AN 


x. 336 
Fam? Gun? Lam? 


AE PARAS 


Connecting the Patterns 


AAA] 


Dm? play 4 times 


AAE] 


play d tunes 


E = {FF | 


The following exercises simply connect the paterns of major 7th, minor 7th, and dominant 7th chord 
shapes. The three exercises below use C as the rcot, but you should ultimately be able to play these in 


all keys. 


Play the chords in half notes at à moderale tenpo ( (J = 80), until the chord connections are smooth 


up and down the fingerboard. 


Pauern. | 
Cmaj?: 


Pantin < a 


m n Parier 3 


AN pe 


[T] E 
p3 
SES 

o ilt 


] Panern 4 


Ar 


T gar 
EX. 387 ami? | li 
> == E 
"lay pattern. 1 2 3 4 5 4 3 2 


36 


en lá idi um acm 2 dine 


Pattern | 
a Y 


cr Pattern 2 
AAA 
i Pattern 3 
eee th 
M j HI Panem 
E NEN ll [ &| Kd Pattern 5 
` E mir 
] 
$ 
. 1324 
338 
Ex. 33% c? | 
——— l BÉ 
(E = de e o | $ 
Play pattern: 1 2 3 4 5 4 3 2 1 
Cin? 
Pattern 4 
$m Pathe em $ 
tl fr 
| 333 
Ex. 339 
Cm7 


Play pattern: 1 2 3 4 . 5 4 3 2 1 


Progressions 


The following progressions use the major 7th, minor 7th, and dominant 7th chord shapes presented 
in this chapter. As a general rule remember to keep ail roots of chords within a six fret range. Use the 
suggested rhythm patterns given with each progression and pay close attention to repeats, multiple 
endings, and codas. 

Begin with the voicings in this chapter, then incorporate all voicings learned. Try to eventually work 
out a set of voicings for each progression—one you have thought over and can repeat exactly the same 
way each time. Think of the highest note in each chord, how does it sound? Should that high note go up 
for the next voicing or down? What direction is the melody note going to take? You should control the 
sound of the chords to the way you want to hear them. Experiment! 

Finally there is space at the end of the chapter tc write your own progression. Do so! If you write, 
you will /earn. 
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Si e 61 == AAA 
mm des |: 
zx. 340 


Ama ^m in? E? 


(oe ee p drift: Se 


l Fm] | j m7 Cim? 


Lae E Ses ES 


Bm? E3 Ama|7 


dez 2 
— ae ee E EH 
Gmaj? Fr? 


Bm? B7 


Suggested myth — = pL 


Gm? E*maj?7 F7 B'maj? 


ELENA 


SO e CA AAA 


Am? E7 Ta Fmaj? 


= -= A" | 
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M LEE 6 4 3 - pu 


Ex. 343 l | | 
Bm7 Bkniaj? Am? D7 Gmaj7 


eS) | SS == == == | 


[^ cmi 6 Cm P Bmaj? 
Sa PIS SS SS === 


Bm? B*maj7 Am? D7 GmaJ7 


Bbmaj? Am7 AF Gmaj7 


EY] Ru; 


Now write your own progression (or progressions). 


Chapter Tiwenty-Three 


Inversions 


Triads are three-note chords constructed from the first, third, and fifth notes of Ihe major scale. A 
voicing is the order in which the notes are arranged upward from the bass note. 
An Inversion refers to which note is in the bass. However, with triads the most common inversions are. 


achieved by simply raising the lowest note up one octave. 


Fig. 53: inversion 


Root position (root in bass) = 1 3 5 

{st inversion (3rd in bass) = 3 5 1 

2nd inversion (Sth in bass) = 5 1 3 
C. root position Ca first Inversion C, second inversion 

F= ba == ] 
83 $3= == i oS a = — 

^ 4 
Senora tones 


In this chapter, we will look at three-note chord shapes and their inversions on the top three strings 
(1, 2, 3) and the next lower set of strings (2, 3, 4). 

These string sets are the most practical for playing in a band situation. Because they cut through 
the mix well and offer a different texture than barre chords or open posilion chords, they are used quite 
often by the professional guitarist. They also furtrer help us connect the positions and fifth are located, 
and help in the connection process of chords, arpeggios, and scales. 


Major Triads 
Fig. 54: C major triads on the top three strings 


[st Inversion 2nd inversion 
xxx ZN Xx = 


ny ys 
$9 kn hu 


Keep all chords on the same set of strings (1. 2, 3). Below, inversions are writtten as “slash chords,” 
with the chord name followed by the bass note. Inverted chords may not always be written as slash 
chords, but this does help identify the position on the neck. Practice this set of inversions for all roots, 
then use them in the following progressions. 


Ex, 344 


C GB fist inv.) EA fd sg cas) GiB (Isr inv} play 4 names 
ed === == IN A | Ron. | 
Ex. 345 


play 4 times 


h AICI (st inv.) E GD (2nd im.) CIE (Li inv) : D! ee DUM 
6% LEER ERA | ee ee ee EAS 
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Fig. 55: C major triads on strings 2, 3, and 4 


2nd inversion root position Vsti aversion 
E x xe * x» 


chordiones: 513 


First, practice this set of inversions for all roots, then use them in the progressions below. Be sure to 
mute strings that are not supposed to sound! 


Ex. 346 D/F* G AGE 2 G play 4 mex 
GEL TTT EEE 
Ex. 347 G phar DIF! play 4 ries 


Minor Triads 


Fig. 56: C minor triads on the top three strings 


root position: ist inversion 2nd inversion 
HEX xxx XX Xx 


de 


chord tons: 1135 135 1 $13 


First, practice this set of inversions for all roots, than use them in the progressions below. NOTE: 
Major and minor are combined in example 349. 


Ex. 348 Am/C Dm Em Dm play 4 times 


(ser | rura qur 


Ex. 349 
8 art Can Din Gm/gb play d mmis 


CEE | pat | ee == 


Fig. 57: C minor triads on strings 2, 3, and 4 
2nd inversion roat p sition lst mversion 
rx x xx Xx 


m i 


chord tones § 18 1435 
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MES 
First, practice this set of inversions for all roots, then use them in the the progressions below. 


Ex. 350 


, Em/G Am I Em a Em/G play 4 fimes 
E =r Se ZE | 
Ex. 351 


Am/C Din/A G/B play 4 times 


TTE == II Ere; 


Augmented Triads 


Below are the shapes for augmented triads on the top three strings. Compare these to the major 
shapes and notice the raised fifth. 


Fig. 58: C augmented triads on the top three strings 


raot position Ist inversion 2nd inversion 
XXX XXX XXX . i 


Ciud tane 1345 ETT 


First, practice this set of inversions lor all roots, then use them in the progression below, A “+” 
symbol following the chord name indicates an augmented chord. Use the diagrams provided to draw put 
the shapes, if needed. 


Ex. 352 ACH ACE play 4 rimes 


SSS Se ei sg SP ce SSS 


Here are the shapes for C augmented on strings 2, 3, and 4. Compare these to the C major shapes 
arid see the raised fifth, 


Fig. 59: C augmented triads on strings 2, 3, and 4 


2nd inversion root position Ist inversion 
xx x Xxx X xx E 


chord tones: 


First, practice this set of inversions for all roots, then use them in the following progression. Use the 
diagrams provided to draw out the shapes, if needed. 
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Ex. 353 D/E nr Bn G plas 4 times 


Af jd SSF SSS SS == 


Diminished Triads 

Below are the shapes for C diminished on the top three strings. Compare these to minor and see 
(he lowered fifth 
Fig. 60: C diminished triads on the top three strings 


root position Ist inversjan 2nd inversion 
Axx Xx x ERX 


Lh 


chord tenes 


First, practice this set of Inversions for all roots, then use them in the progression below. A “e” 
syrnbol indicates a diminished chord. 


BD AmC AIC play 4 tines 


| SS ST SS SSSI 


Here are the shapes for C diminished on strings 2, 3, and 4. Compare these to C minor and see the 
lowered fifth, 


Fig. 61: C diminished triads on strings 2, 3, and 4 
rant position bsi inversion 2nd inversion 
xXx x x y XA x 


Ii de 


chordlones. TESIS 


First, practice this set of inversions for all rools, then use them in the progression below. 


B Be esi Cia play 4 times 
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Points to Remember 


Learning these shapes may take some time, but the rewards are well worth the ettect. These 
shapes will unlock a lot of the mystery ol the guitar neck. They should be practiced daily and 
reviewed often. Use the progressions prov ded In this chapter, but write some of your own, too. 


Think of different ways to practice these shapes and incorporate them into your arpeggio and 
scale studies. Memorize the location of each chord tone in every diagram so you know where the 
root, third, and fifth of every chord is locate d. 


The srnaller triad shapes should also be seen as part of the larger shapes already learned. 
Play all shapes as both single-note arpegcios and arpeggiated chords (by holding the shape and 
letting the notes ring together). 


Make sure you learn major and minor first, then see augmented as a variation of major and 
diminished as a variation of minor. 

Play the chords cleanly and make sure to mute the strings not played, Be able to play loudly and 
softly. Dynamics will help make chords sound more effective. 

Combine the top set of three strings with the second set (strings 2. 3, 4) after each set is 
mastered, Do this by using common progressions already practiced in this book, Then write 
some of your own! 


Motes: 
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Chapter Twenty-Four 


More Triad Inversions 


In this chapter, we will finish the triad inversions on the lower two string groups. The third set of 
strings consists of strings 3, 4, and 5. The fourth set consists of strings 4, 5, and 6. 

The chords on these lower two sets are not as practical for playing in a band situation. However, 
they are very necessary in order to complete your view of the neck and for seeing the relationships 
between roots, arpeggios, chords, and scales. Also there are a couple of voicings on the third set that 
do work in & band situation when used in combination with the second set. 

It should also be stated that the purpose of knowing these shapes js to memorize the location of all 
possible roots, thirds, and fifths on the neck, regardless of what position you're in. Il may seem tedious 
at first, but the reward is that you will truly understand the neck and later, as you study more advanced 
chords, you will more easily see where they come from. Remember: root, third, and fifth make up the 
skeleton everything else "hangs" from! 

NOTE: The augmented and diminished triads wil) not be shown for these lower string sets but you 
can figure them out because you know the theory behind them. See augmented in relation to major 
(raise the fifth), and see diminished in relation to minor (lower the fifth). 

Here are the shapes for C major and C minor on the lowest set (4th) set of strings. Observe the 
thirds. This is the only difference between major and miaor. 


Fig. 62: C major triads on lowest three strings 


toot position Ist rivers Ton 2nd inversion 
„ar is x eK e X4! 


[6 


t^ 
E 
w 


ghord Mons. Y 3 


Fig. 63: C minor triads on the lowest three strings 


root posifion Ist inversion 2nd inversion 
Ir " xx? “ux 


chor tones |*35 51 813 


oen dun 
r1 


Practice tips: 


* Pick three roots a day, change to three different roots the next day. 

* Practice in all keys—first major then minor. 

* Compare major and minor chords of the same inversion, then move it up to the next inversion. 
Do this using several different roots. 
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Here are the shapes for C major and C minor on the third set of strings (3, 4, and 5). Observe ihe 
thirds, 


Fig. 64: C major triads on strings 3, 4, and 5 


root position Ist inversion 2nd inversion 
ARE x FEES * X 


sherd tones: 1 35 


Fig. 65: C minor triads on strings 3, 4, and 5 
roàt position Ist inversion 2nd inversion: 
x xx x Ax x xx 


t2 w 


chard mas 113 5 


Practice tips: 
* Practice in all keys—first major, then mincr. 


* Compare major and minor of the same inversion, then move up to the next inversion. Do this 
using several different roots. 


* Combine the third and fourth sets. 


"cross" the Neck 


Now let's combine all four sets. By doing this you have played every possible root, third, and fifth on 
the neck for the chord in question. This is a different "direction" than moving up and down the four string- 
sets. This time, we are going across the four string-sels, and playing one inversion off each string-set. 
This create three groups. 

The first group starts with the root on the sixth string. Then as you go across the neck in string-sets, 
playing each inversion, you arrive at the top st’ing-set with the same voicing you started with (in this 
case 1-3-5). However, it is one octave higher than where you started. The second group starts with tha 
third in the bass, then moves across. The third group starts with the fifth in the bass and moves across. 

This method of moving across the neck gives you the same inversions as moving up the neck but 
In a different direction. This points out Ihe essential way the guitar works—up and dowri the strings 
changing positions, and/or across the neck staying in one position. You have probably seen this with 
scales already, but chords and arpeggios do the same thing. This, once again helps form a connection 
between chord, arpeggio, and scale shapes. 

There are two things at work here with triads and their inversions—memorizing the shape and 
memorizing the /ocation of roots, thirds, and fifths. Look at both! This is something that must be 
practiced on a regular basis. Just look at three roots a day, but do it daily. tf you hang in there and work 
these shapes out, you will have great insight to how the guitar is set up and eventually be able to use 
these shapes without much thought. But it takes a little hard work at first is to practice them daily and 
see them regardless of where you start on the neck. Also play progressions, using rhythm and style, to 
make it musical after you have seen and practiced the mechanical relationships. 


- 


Points to Remember 


* The top two sets work best in a band situation. 


Chapter 24 


* The octave shapes discussed earlier show all the roots. Now you are taking on the thirds and fifths, 


* Moving up and down each set of strings is direction #1. 

. Moving across the strings is direction #2, 

* Apply the chords to progressions and write vour own as well. 
" Practice daily. 


Fig. 66: C major, 
"across the neck" 1st set 


Ghorl tones! 135 
Inversion: tg prassitlgn 


2nd set 


Chord lanus: 8 51 : 
Inversion: 181 inv. gni inu Todt aus, Ist Inv 


Chard tones E Y: 
Inversion: 2nd inv. mol pas. 181 Inv 2ndinv. 


Fig. 57: C minor, 
"across the neck" 1st set 


Ohar tones: 1135 
tiveron Font pios Ws tne 2rul inv, TOO pes 


2nd set 


Cher rotis: »38 1 
irneisrsion; 1s! ipy. Bim inu tin] pras; Ist in. 


= 
Sit 


we 


3rd set 


6.143 


Dra 
Chud tones: 5 413 


Inversion: 2nil ing ront pos IET enel inv 


; Chapter Twenty-Five 


Rhythm and Interpretation 


Much ot what is called the "feel" of a song or sty'e is contained in the rhythm, as well as the types of 
chords and the way you attack the strings. Rhythm starts with the basic pulse, but you have different ways 
to interpret the pulse in lerms of its subdivision (that is, different ways o! breaking up the beat). 

Common Subdivisions: 

1. Quarter note (walking) 

2. Eighth note (straight) 

3. Eighth note (shuffle/swing) 

4. Eighth note triplet (3/8, 6/8, 9/8) 
5. Sixteenth note (straight) 

6. Sixteenth note (swing) 


Below is a list of common styles. Fill in the basic feel (subdivision) they most often use. 


ROCK Country s= FUNK Blyes 
Jazz Folk/Acoustic Pop 
Hip hop Metal __ Fusion 


It is through the combined effect of this subdivision—which to us should mean some type of 
groove/strum—and the particular chord voicings, thet we create a "sound" or “feel.” Try playing the same 
progression or song but change the tempo, subdivision, and type of chords. Listen to how different it 
sounds. You must inject the music with whatever “feel” there is. Learn the different ideas presented here 
and apply them in your practicing. 


Reviews 


We have studied a lot of chord shapes in the last few chapters and now it's time for review and 
application. The student should always be involved with application of newly learned material, In this 
chapter there are suggestions that can be applied tc your own situation. However, in the long run it is the 
dedicated and vigilant student who Is always looking and seeing ways to apply all the learned shapes 
and theoretical possibilities at hand. 


So far... 
Chapter 19: Five positions for majo” and minor, octave jump exercise. 
Chapter 20: Voicings (small shapes extracted from larger shapes), in five positions 


with their variations. 
Ghapters 21 and 22: Five positions of 7th chords (maj7, m7, and dominant 7th). 
Chapters 23 and 24; — Three-string triads (4 sets), locations of all roots, thirds, and fifths 
(including augmented and diminished triads). 


Practice Tips 


Organize your practice to address each of these topics, if not everyday, then at least half one day 
and the other half the next day. Rotate days with these subjects. Nothing works quite as well as 
repetition! If you are truly getting better at these chords and chord systems then it should take you less 
time to cover these subjects as you continue. Just don't stop practicing because you think you know the 
information. Find some way to find a new exercise or progression and keep coming back to the new 
chords until they feel comfortable to you. Then you can begin to practice them! 


Rhythmic Interpretation 


In these following progressions, think of the rhythmic possibilities (subdivision, anticipation, tempo, 
groove/strum), as well as Ihe harmonic possibilities (voicings, texture/tone, density, strings, register). 

When looking at basic charts that have hash marks you are free to interpret in a way that is 
stylisticly Correct and rhythmically correct! What makes that happen? Talk about the feel for each of the 
following progressions. What about the rhythm? What about the voicings? The subdivision? The tempo? 
Dynamics? Accents? Style? 


Ex, 356 C s Ain F G plav rune, 


TAAA, Aat A i A TALARA 


TEM d Al 5 F7 A7 D7 piar 4 goi 


[S LE |o dg | 2 x——Ee—S 


Play steady, even eighth notes on distorted power chords. Use all downstrokes, slightly muted. 


Ex. 358 
Maite Reek d= rà 
G5 ES 
3 A oU eras A 
DA- siga P M. thraughoot sun : 


EAT E E E 


^ 
En 
— 
=~ 
‘st 
P^ 
n 


EEES d FERETE y MA == === 


Example 358 showed a very common groove wilh steady eighth notes. Now, let's create an 
accompanying part to go with it. Try to draw out some accents. Use chord voicings other than the power 
chords, and used a different tone. Will the strumming on the accompanying part be legato, staccato, or 
both? Low register or high? When creating a part. explore different possibilities before settling on one 
way. i 

Rehearse your two parts with a tape deck or with another student and pertorm/record It. Then, write 
out your second part on the staff on the following page. 


yg 


H 


Medium Rock - 


A 


c — 1 | ===> 
6 = —— T = | | | 
T : E a la 


Now let's try some other rhythmic approaches. Play the following progression with the ties as 
indicated. 


Ex. 359 . Ain Dsus4 Em 


RTA TAT) TEE EE 


Now, change the placement of the ties and notice the subtle shift in the feel. 


Dsus4 Em 


PERERA ITA ERRE 


Example 361 is a fast, upbeat, straight-eighth nole "Ska" feel, 


Ex. 361 E Bm Am Am 
[ - "rm 
Here is a slower, swing-eighth reggae. 
. 362 


Js714 12) 
Em Ani 


Ap PE GC ESRB HI 


<p == H ER 


5 DH 
l 
woos 
went 
cos 
oor 
ie | 
| 
omo 
caco 
wee 
ns 
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In example 363, experiment with tempe and straight or swing-eighths. 


Ex. d 
^m 
= EF T 7 t pra tao EE E 
| Em —— c g Am : 
$ E; LAF sd. SS == T7 


G E B7 Em 


-EEr | Z844 gb d dg dq EREXSESRESE- 


Play the first attack of each bar short (staccato) and the second attack accent louder. 


G Bn 


Echo pe == 


Ex. 3 E 
Play the following progression along with a dru mmer or drum machine playing a half time rock feel. 
That would put the backbeal once per measure, on beat 3. 


G rj 


Ih n 


Ex. 365 
Moderate Rock 
Hall Time Feel 

j Bm C G G Bm C D 


ede ts |Z 4 4 4 | 4 1363| r4 
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Now play that same rhythmic figure, but this time over walking 4/4 jazz swing feel (both slow and 
fast lempos). Observe how the feel changed even though you used the same figure. 
Ex. 366 DY 


(E 


G7 DY 


Em 1) e pa 


I 

se NET 
“=> 
d 
T 

a 


Next, slow it down and play the basic rhythmic figure with a Slow ballad feel. Keep it steady and 
relaxed, in the slower eighth-note groove. 


ETAT) | TAT) aaa 
SST) A 
Progressions 


Apply all the ideas presented to the following »rogressions. 


Ex.368 D F*m Em Asusd A 


WEET d [4 go 4o |o 4 deo STT] 


D Bm Asusd A 


é = E A || 
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Ex. 370 Dm9 


61 L—1—34—1 


Ex. 371 Gsus4 


GEL HE 


Csus4 TEN 
E = 


Notes: 


r: | 
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ae a A 
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F 
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m. Chapter Twenty-Six 


Objectives 


* To learn the location of chord tones within the scale tones for pattern 4. 
* To learn to play the harmonized scale. 
* To play diatonic progressions utilizing Roman Numeral symbols. 


In this chapter, we will learn the location of scale tones in fingering pattern 4 and extract the chord 
tones from the scale pattern. With these chord tones, we will then build major 7th, minor 7th, dominant 
7th, and minor 7,5 chord "voicings" within this patern. 

If you know the formula for constructing a chord, you can then arrange those chord tones in almost 
any order and obtain a particular voicing. The tricx is lo know what the common voicings are and be able 
to hear the difference between two chords thet are of the same chord type but still sound slightly 
different because the voicings are different. 

Certain voicings will work better in certa n situations. Also, changing the voicing of just one 
particular chord during a progression gives more variety to the overall sound of the progression, 

Here is fingering pattern 4. Learn the numbers and then build some voicings! 


Fingering Pattern 4 


Fig. 68: scale shape and tones in pattern 4, with roots on sixth, fourth, and first strings 


shape scale tones 
II PODA | @ 
S | ee oa) e 


Now, draw the chord shapes for these voicl'igs. 
major 71h dominant 7tli minor 7th minor 755 
x X x x X x X x 


HT 


L 
chord tongs: 1 735 


The Harmonized Scale 


The process of building triads and/or 7th 2hords on the degrees of the major scale, using only the 
pitches found within that scale, is called harmonizing the scale. By taking the 1, 7, 3, 5 chord vaicing 
from pattern 4, we can apply it to each scale degree using the necessary chord type found within the 
harmonized scale. Therefore we will have usec the same voicing for each chord. 
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Fig. 69: seventh chords of the harmonized major scale 


CHORD TYPE: | maj7 


Scale degrees: | 


Play the F harmonized major scale. 


Ex. 372 
Fmaj7 Gin? Am? B maj? C7 Din? Em? S Fmaj7 
€ — — — : b 
AAA OO NO NA a Se EEE, 
Ex. 373 — Fmaj7 Am? Gm7 B"maj7 Am? C? 
hir to Joz £ E AES | AAA 
B^maj7 Dm7 C7 Em7*5 Dm7 Fmaj7 


$c j|. ug EDI E aE 


The next few exercises use Roman Numerals only to indícate the chords. They may be played in any 
key using the same voicings you drew at the start oj this chapter. In some keys, voicings that were higher 
on the neck will eventually get too high for practical use, but they will reappear in the lower register. 


Ex. 374 e . 
I ui ji V 


aS |L 1 | Sees 


Ex 375 | vi IV 


Ex. 376 . l 
jii ti [V V vi I 


Geer ET DA A) E SS === 


Write three progressions of your own! 


BEE ESTA VA 


E | 4 


deu b dae d ue 
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Exercises 


In the blank diagrams below,draw each of the following voicings in pattern 4 with the root on the 


sixth string. With the extra diagrams, create some of your own voicings. 


. Major 6th 
. Dom. 7th 
. Minor 7th 
. Minor 9th 


Doh OG n = 


. Major 8th 


. Major 6/9 


1-6-3-5 
1-537-3-47 

1-537+43-5 
1-527-1327-9 
1-3-6-9-5 
3-1-9-5-7 (1st inversion)" 


*root is on fourth string and third is on fifth string in Pattern #4 


In the blank diagrams. below, draw the fol.owing voicings in pattern 4 


= ILI 


string. Again, create some of your own voicings too. 


1. Major 7th 
2. Dom. 7th 
3. Minor 8th 


1-3-5-7 
1-327-1 
1437-9 


with the root on the fourth 


Chapter Twenty-Seven 


Objectives 


+ Tolearn the location of chord tones within the scale tones for pattern 2. 
» “To learn the harmonized scale using pattern 2 shapes. 
« To play djatonic progressions utilizing Roman Numeral symbols. 


In this chapter, we will learn the location of scale tones from fingering pattern 2 and then extract the 
chord tones from the scale pattern, With these chord tones, we will then build major 7th, minor 7th, 
dominant 7th, and minor 7*5 chord "voicings" within this pattern. : 

Again, if you know the formula for construcling a chord you can then arrange those chord tones in 
almost any order and obtain à particular voicing. Certain voicings will work better in certain situations. Also 
changing the voicing of a parlicular chord during the progression gives more variety to the overall sound of 
the progression. 


Fingering Pattern 2 


Here is fingering pattern 2. Learn the numbers and then build some voicings! 


Fig. 70: scale shape and tones in pattern 2, with roots on fifth and third strings 


scale shape scale tones 


xd 
Lir] 
(GX2 (Se X6) 
(010) 


@) 


Draw the chord shapes for these voicings in pattern 2. 


major 7th dominant 21 minar 7th minar 755 
x O X Y X x 


Hr mm 
| uu 


F T " 
| ji 


The Harmonized Scale, with Pattern 2 Shapes 


r— rr 


chord mare. 1 


Next, we will harmonize the major scale using patern 2 chord shapes. 


Fig. 71: chords of the harmonized major scale 


m7 


CHORD TYPE: | maj? m7 


| 
| 
| 


Scale degrees: | | 


Play the Bb harmonized scale, below, using Ihe pattern 2 chord shapes. 


Ex. 377 B^maj? Cm? ‘Dm? Etma? F7 Gm7 Am?7^$ B^maj? 
decr, my- Pte Ae EE poe 
And now, in thirds. 

Ex. 378 Bbhmaj? Dm7 Cm? E^maj7 Dm7 E7 

3 A EI A OB 
Ebmaj? Gm7 FR Aw Gm B'maj? 

E a a ae À-—— — Y 1 

T = IS AS 


The next few exercises use Roman Numerals only. They may be played in any key using the same 
voicings you drew at the start of this chapter. In some keys, voicings that were higher on the neck will 
eventually get too high for practical use, but will rsappear in the lower register. 


Ex. 379 N à - 
4 —JE—EE e —tu = 
Ex. 380 . T 
[ vi o IV o i 
— | SE FS == == 
Ex. 381 


Write three progressions of your own! 


Giza a = = | AAA | 
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Exercise 


Chapter zs ` 


Draw out the following voicings in pattern 2, using the diagrams below. With the extra diagrams, 


create some of your own voicings. 


Major 7th 
Major 7th 
Major 6/9 
Major 6th 
Minor 6th 
Minor 7th 
Minor 9th 
Dom. 7th 
Minor 755 


— 


YP O M OU com 


niotes: 


E: 


1-7-3-5 

1-5-1-3-7 

1-3-6-9-5 

1-5-6-3 

1-62 3-5 

1273-65 

1+3+7-9(5) (optional fifth on top) 
127 -3-5 

4-47-4345 
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| Chapter Twenty-Eight 


Objectives 


* Tolearn the location of chord tones within the scale tones for pattern 5. 
5 To learn the harmonized scale, using pattern 5 chord shapes. 
* To play diatonic progressions utilizing Roman Numeral symbols. 


In this chapter, we will learn the location of szale tones from fingering pattern 5 and then extract the 
chord tones from that scale pattern. With these chord tones, we will then build major 7th, minor 7th, 
dominant 7th, and minor 7,5 chord voicings withir this pattern. 


Fingering Pattern 5 


Here is fingering pattern 5. Learn the numbers and then build some voicings! 


Fig. 72: scale shape and tones in pattern 5, with roots on the sixth, fourth, and second strings 
scale shape scale tones 


ths! Huan] 


4 


Draw the chord tones tor these voicings. 


major 7th dominant 7th minor 7th minor 745 
xx” x x XA. & x 
LITER Tm | 
| EE | 
| aan 
E BENE 


chord nes (5673 i 5:73 


The Harmonized Scale, 
with Pattern 5 Shapes 


Now, let's harmonize the major scale using paltern 5 chord shapes. Again, the sequence of chord 
types relative to the Roman Numerals is the same: 


Fig. 73: chords of the harmonized major scale 


CHORD TYPE: 


Scale degrees; 


Chapter 2%. 


Play the E» harmonized scale, using pattern 5 chord shapes. ` 


Ex. 382 
Ebmaj7 im? Gm7 Atma? 1347 Cm7 Dm7^5 Ehmaj? 


[E EEE 7 Cll | 07 == === 


Ebmaj7 , Gm? ‘Fm? A?maj7 Gm7 B^? 


DTE. 2 Aac /o— A E a ys | 


A*maj7 Cm7 B+7 Jms Cm7 E>maj? 


A ae ip A E === | 


NOTE; Voicing 1-5-7-3 from pattern 5, root o1 the fourth string, is the same as 1-5-7-3 from 
pattern 2, root on the fifth string. 


The next few exercises use Roman Numerals or ly. They may be played in any key using the same 
voicings you drew at the start of this chapter. In some keys, voicings that were higher on the neck will 
eventually get too high for practical use, but will reappear in the lower register. 


Ex. 384 


. if vi ii Vv 
64 fat | ot AP li AAA a a | 
pio cade I IV iii vi 
EE DIE 4 L. EE Fe 
Ex. 386 


IV ii IV iil vi vii? V 


EEE y Eno SSS 


Write three progressions of your own! 


drip wem, pulmEmEu—EExEXxEEEG] 


et LEGE) == === E 


E ATA y AAA 
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Exercise 


Finally, draa Gut the tollosnrig aangis patiern 5 With ine extra dagar s. create some of your 


own voicings. 

1. Major 6th 1—5-6-3 
2. Minor 6th 1-5-6-^3 
3, Dom. 9th 1-3 7-9 
4, Dom. 7sus4 1-5-47-4 
5. Minor 1-5-1443 
6. Major 7th 3-1—-5-7* 
T. Dom. 7th 3-1-5247" 
B. Major 8th 1-3-7-9 
9. Major 3-1-5-1* 
10. Major 7th 1-5-3-7 (3| (optional third on top) 


«third js on sixth string and root on fourth string for these inversions 


iii 
E: 
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Chapter Twenty-Nine 


Combined String-Sets 
for Harmonized Scales 


So far we have looked at three ways to play the chords in the harmonized scale: 


* Voicing 1-7-3-5, rool on sixth string. 
* Voicing 1-5-7-3, root on fifth string. 
* Voicing 1-5-7-3, root on fourth string. 


This approach emphasizes moving up the neck, along one string, from each scate degree to the 
next. This is a valid way to see the neck play chords. However it is only half of the picture. The other half 
is the concept of staying in a position and playing “across” the neck. 

In this chapter. we will concentrate on the "position" concept and combine the already learned 
harmonized scales to create an "in position" set of chords for a key. If we think of the "I" chord and ils 
starting position, we will then have two sets of chords: one starting with the root on the sixth string, and 
the other starting with the root on the fifih string. 

There are a variety a voicings possible in any civen position. On Ihe next few pages, we will use the 
1-7-3-5 and 1-5-7-3 voicings. These should be thought of as a solid place to start, a kind of "skeleton" 
of the key. The next step would be to find other voicings related to this "skeleton." You have looked at 
many voicings in the last couple of chapters, including extended chords. You should begin to add these 
other voicings to your "skeleton" and create differen! colors by using different voicings. However, you can 
always rely on the basic chords presented here lo know a key and be able to think of the progression in 
Roman Numerals. You must experiment and use your ear! 

It should also be slated that using only lriads (whether large five and six string voicings or smaller 
three string voicings) to play the harmonized scal2 is also very common. You should be able to play 
through any key using triads only. Finally you should then combine triads, 7ths, and/or 6th chords. You 
will only be able to recognize the sounds if you work hard at creating the sounds. Each voicing has its 
own character and eventually can be recognized by ear. 


Fig. 74; harmonized A major scale, with sixth string “I” chord 


Ama]? 


AE 


Amaj? 
x LI 


Bm7 C^m7 Dima 7 
LI a & 


x 


Roman sh 
Numerals. ] 11 
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Fig. 75: harmonized D major scale, with fifth string "I" chord 


Em? 


Gniaj7 A? Chm7+S Dmaj7 
rA y LI x x x 


$u 


Roman E . 
Numerals. i mi 


" p ehord) 


Now practice these "in position" harmonized scale patterns in all keys. Once the shapes have been 
learned, play and say the name of each chord n the key. Be sure to do this in all keys in order to 
familiarize yourself with all the keys. Do this exercise with both sets of chords, (the one that starts with 
the “I on the sixth string root, then the "I" chord starting on the 5th string root). 

Then work out the harmonized scales using lriad shapes for both the sixth and fifth string "I" chord 
starting points. 


Progressions 
Practice these progressions first in the indica.ed key, then in all keys using the Roman Numerals as 
your guide, 
Ex. 387 Amaj7 F*m7 Dmaj7 E7 
| 
— Jah = 
s "iik cU on 
61 cj Xu x 
1 vi IV V 
Peete [e 
54 by P | p —3 = š 
= : a Ta 
Ex. 388 
Cmaj? Am7 Dm7 G7 Em7 Am7 Dm7 Bm7 5 
a A DS ASS 
* 
l vi T) V ni vi ii vii? 


611 === SS ee E == O ‘| 


Di maj? Cm? Bm? Cin? Pinay? Cm7 Bem? Abmaj7 
61 j 5 E =p} = ps | / E | j c? E E 
IV 
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Chapiser 29 . 


Ex. 390 (3!maj7 Cm? maj? Dm? 


Exercise 391 uses triads only. 


Ex. 381 A Bm Cm D D C*m Bm ^ A Bm Ctm 


BPO HBO HE b 


Write out a few diatonic progressions of your ow, below. Use different chord types (triad, 6th, 7th, 
9th, etc.) but keep it diatonic. You may also write rhythm figures that go along with the chords. This 
detinitely helps the progression come alive! 


Chapter Thirty 


Sixteenth Note Strumming 


In this chapter, we are going to concentrate on the picking hand. The main objective here is to 
achieve a relaxed, even stroke. Practicing wilh a metronome is essential. Usually each style can be 
related to a certain groove; in this chapter we will use common sixteenth note scratch figures. All 
exercises should be practiced first with straight sixleenths as the subdivision, and then again with 
"swing" sixteenths. Strive to find the "pocket" (that relaxed place!) in the rhythm. 

Play these exercises while muting with the fretting hand. Focus on being relaxed and even. 


Ex, 392 m V = VW sim. 


Ex. 393 m m Y sim. 


Aa xz. Edis (11. Fy 


Ex. 394 my m sun 


ERE y y TIREE | 


Ex.395 m y Vost 
da IITIN) 


Ex. 396 V P V aim 


res von j fii y DIEETI 


One-Bar Patterns 


These one-bar patterns are to be practiced o1 a daily basis. The tempo should be changed from 
day to day. Use a metronome or drum machine to play along with. Concentrate on your time and voicings 
so you begin to play more relaxed in the hands and “he mind. 


Ex. 397 nm m 

A E 

YA ) 

61 Euer A - 1 
Ex. 398 = m 
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“Basic Moves” 


These “basic moves" solve the problem of voicing so you can concentrate on mixing and matching 
the one-bar rhythm patterns with each "basic moves" example. Play as many as you can within the time 
you have allotted to practice, but don't rush through them. You can play a different set of one-bar 
patterns and “basic moves” eacti day. Vary yout tempo between examples! 


D'isusd ES 
Rm7 _ 
fot |z Ff 2 rzUg 
[79 
Ex |^ x vr 
! i Alma? S 
EE RRR 4 dmm 


Chapter 34 


G6 D9sus4 
` x * 
3p h 
$ 
(lee KES 
| 
1221 3 421 
im? Bin? 
a, xx 
$$: un 
L] 
BENE 
rra ALE! 
F9 E3*g 
un " Oe 
sana 
HH i 
HEE 
2134 FAET) 


ad D6/9 Chis 
61 T cec 
iu Fm9 m I^: 
dee; 
Ex. 411 E l o - 
p EI E A, | 4 
Ex. 412 ES Gs 
6 => l4 
Progressions 


211345 


BEAMS] 
Lii 
— " 
Cc, 
HH e 
" 


=, 
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The following progressions are meant to be payed in a variety of ways: 
* Using full five or six string voicings (root position) 


* Using three or four string voicings (inversions) 


Ex. 413 
Dmajo 


C¥sus4 


[ASE SSS 


41 EEE LM. 


B*maj? Gm7 Dm9 Gm? Am? 
- ===> = 23H 3 Se EEE 
D.C. al Coda 
To Coda 4 
Dm9 G9 Gm7 Bhc 
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1.4 4.4 E == == 


Bric Repeat and Fade 


A 


Cuapter ow 


Suggested hyth: 3 = 
1 
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E9sus4 D9susá 
EEE u a o PDA 
Amaj? F*m7 G*m7 Bm C9 
dre eua Eae sa > 
Dim? Dm7 C ni7 Cn A/B | Find To Coda 
¿== T L [m4 = === 


at | osas Fa? 
EUN i 
dem E eS SS 


E9sus4 D.C. al Cc 


icq ac EER 


Coda 
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Writing Rhythms 


The best way to develop your sense of rhythnic variety and phrasing is lo create your own rhythmic 
patterns. In the last chapter, there were several one-bar rhythms you learned and practiced as 
accompaniment patterns, Use them as a reference lor creating your own patterns. Don't forget to use 
rests and rhythmic anticipation, loo. Also remember every recording you have is a gold mine of rhythms! 
Listen and you will notice rhythm is all around you. 


Rhythm Exercise 1 


Write an eighth note rhythm pattern that is onc bar in length, for each of the following progressions. 


AS OS DS AS CS G3 
6t - == | = -—- | 
Am? F C E7 
pou | Pl 
E C D 


Rhythm Exercise 2 
Write an eighth note rhythm pattern two bars In length, lor each of the following progression. 


Gm? C9 


bi = o5 |]. 77 Tum 


Rhythm Exercise 3 


Write a sixteenth note rhythm pattern that is one bar in length, for the lollowing progression. 


Drmaj9 G7 Dmaj? G7 


Rhythm Exercise 4 
Write a combination of eighth and sixteenth notes in a one- or two-bar rhythmic pattern. 


Bm Am9 mili DY Gmaj7 


dec TE ———— 


TII TT 


Rhythm Exercise 5 


Finally, write a little arrangement for the rhythm section in this song/progression. Indicate the 
rhythmic feel and write some ensemble "kicks" (rhythms to be accented by all rhythm section players). 


Am D Am D 


E de 


Altered chords 


Altered chords are used to intensify the resolution from a "V" chord back to its intended "I" chord 
(whether major or minor). The two most common a'tered chords are probably the 7+9 chord and the 745 
chords (+7 may also be used to represent the raised 5th in a dominant chord). These chords can seem 
rather tense and unstable by themselves, but, in combination with the chord that they resolve to (the | 
chord), they work. Always think of the altered chord in relation to the resolution chord. 

Here are some voicings that are common lor these two chord types. 


Fig. 76: dominant and altered dominant chords 
61h String Root 5th String Root, 


MU — —— 
dominant 7th "shell" 79 765 (or *7) 
x xXx x x x 


Now write a rhythm for exercise 6, below, and practice it using the altered dominant shapes you just 
learned. i 


Rhythm Exercise 6 
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Progressions 


Use this progression to learn the newer altered chords. It is also a review of the 9ths, 11ths, and 
13ths presented. Also, consider style, rhtyhms anc ensemble "kicks" that could be part of this chart. You 
can write rhythim ideas directly above or below the staff. Chord boxes are located below for your use if 
needed. Remember, voicings are used only when they feel familiar, when you have played them so 
many times that your fingers fall into them without hough. 

It takes repetition and patience! 


Ex. 415 
Slow J. - 60 
l Amaj? Dmaj9 Cfmll Ft+7 
ee E ee o EE 
Bm? E13 C*m7 Dmaj? E7 F*n7 
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Rhythm Control Exercises 


Rhythm is ultimately the most important aspect of music. It is what reaches us first. When 
something is "correct" rhythmically, then we can easily relate to the melodic and harmonic aspects of the 
music. It it isn't correct then we have problems—as both a listener and player—relating to the music. We 
feel uncomfortable and don't hear as well. Having realized this, the non-drummer musician must set up 
things in his or her practice that will help cure any rhythmic "ills" 

Here are some good exercises that should serve as daily practice to improve your feel for time. 
Expand upon these with your own ideas, and also observe what is going on in the music you listen to. 
Much practicing can be done simply by listening and imitating what you hear, then developing the ideas 
into some small practice routine. It goes without saying a metronome is necessary. However, to absorb a 
style and its way of emphasizing and working with rhythms, you must listen and imitate the masters in 
that style! Be consistent in your daily practice by always thinking rhythm in your playing and practicing. 
Use it when doing scales, arpeggios, and chcrd progressions, and also do pure rhythm studies to 
develop accuracy and relaxation. 

To develop a strong sense of rhythm and confidence in your time, you must drill on figures that 
accent different parts (subdivisions) of the beal. A common technique of rhythmic syncopation is to 
place accents on the basic subdivision that changes trom downbeat lo up beat. Here itis at the eighth 
note level. Try to memorize each example and look away from the page, hearing and feeling the rhythm, 


Here are the same accents at the sixteenth note level (twice as fast). Notice the relationship of sets 
of threes in the accents, to the sets of fours in the subdivision. 


bps 4 TT AAS 
do 
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Ex, 424 Cm7 F9 A'maj? Ebmaj7 

ir Sey fewer E: og——— BEIC 
Abmaj7 Ebmaj7 A'maj? Gri D.C. al Fine 

ee e e e 


More Altered Dominant Chords 


The 7#9 is another common alteration. Learn it off of sixth and fifth string roots. 


Fig. 77: 719 chord shapes 


6th String Root 5th String Root 
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Ex.425 "- F A 
Dmnaj9 C*7*9 Il*mll G/A 
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Add9 Chords 


Add9 chords are contructed of a triad plus the ninth (second degree of scale). 


Fig. 78: add9 chord shapes 


6th String Root Sth String Root 4th String Root 
x - xx 


—_—s... 


Example 426 merges eighth note synccpations and add9 chords. Experiment with different 


voicings. 
TER FEE 


Qu a Gadd9 
CA Le |L EJ SS FS 
Fadd9 CiuddY 


GEE Pt rs paa daa 


Notes: 
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Objectives 
* To learn ii-V-| progressions in major keys. 


* To observe movement of individual voices and learn about basic voice leading principles. 
* To play a fune based on ii- V-l progressions. 


The ii-V-l Progression 


After the I-IV-V progression (the most basic), tne ii-V-l progression is the second most important 
and most common. The ii-V-| progression sounds so familiar because is uses the cycle of fifths (or 
fourths—moving down a fifth brings us to the same rote as moving up a fourth). The cycle of fifths is the 
bass motion on which the entire diatonic system is based. The mosi basic movernent of down a fifth (or 
up.a fourth) is achieved by the movement of | to IV (C to F) and by the movement of V back to | (G7 to 
C). In the ii-V-I progression, this cycle movement happens twice in a row, from ii to V (Dm to G7) and 
from V to | (G7 to C). 


Voice Leading 


Voice leading implies we are looking al a note of a chord as being a seperate voice, which creates 
its own melody as we move from one chord to the next. The voice leading principles most common are: 


* Common Tone and/or Closest Tone. 
* Contrary Motion. 
* Chromatic Movement. 


The examples that follow will illastrate these principles, but you must observe the movement of the 
voices and try to create your own examples to truly Understand and hear these principles. 


Common Tone and Closest Tone 


Here the idea is to not make a note (voice) move if it Is common to both chords. If a note is not 
common ta both chords, then it should move to the nearest or closest chord tone of the next chord. 
Observe where this occurs in each of the following examples. 

Some of the examples may contain voicings not shown in the curriculum until now. Practice and 
memorize any that are new to you. Inversions, extensions, and alterations are also used, Below each 
example is a blank staff. Write the notes of each chord voicing on the staff and observe Ihe voice- 
leading principles. Take your time in learning these examples in order to retain them. Practice them 
frequently and be sure to play in all the keys that seem practical on the instrument given each particular 
voicing. 


Ex.427 Key of "C" Ex.428 Key of "G" 
i { | LV. 
Dm? Cmi? Omaj? 
I IE T T 1 ir | Nf 
E 1$ 4 | 342 
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Ex, 429 Key of AD 


. Ln 
1112 1 243 
Ex. E Key of " T Ex. a Key of E Ex. 433 Key " “D” 
l I (Adternate) y 
Em9 nr Dmaj?. ín ET E Cimay7 mar? Dmajl3 
LE x « 
a y 2l i i | | 
2134 1 384 1324 2 9334 21334 1333 13 244 


Contrary Motion 


Contrary motion happens when the direction ol the lowest and highest notes of the chord are 
moving in opposite directions. This effect is a ways a good one. It gives Ihe sense of expanding and 
contracting in the melody and bass line which gives the listener something interesting to track with the 
ear, Observe the examples, noting the use of extensions and alterations. 


Ex. 434 Key of "F" Ex. 435 Key of "B^" 
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709) B^majl3 
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I 
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Ex. 436 Key of "A" 
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Ex. 437 Key of "C" 


] i V 1 
Amy? Grr? C13 Finaj? 
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Chormatic Movement 


Chromatic movement involves the use of alterations in the dominant V chord. The tension created 


by alteration is resolved when the 


chromatic tone moves by a half step to the | chord. This usually 


involves extensions and their alterations, such as 9—11—13 as well as b9, #9, #1145, and 1325. 
NOTE: This priniciple will be explored further in the next chapter. 


Chart 


The following song is an example of the use of ii-V-I. The progression is made up almost entirely of 
this harmonic movement, but it modulates keys to keep things fresh. Try to use the above examples 
and/or make up some moves of your own. Look for more tunes that employ the ii-V-| and use these 
same moves. Use extensions and alterations al your discretion. If the chart says a 7th chord, try a 9th or 
13th chord or alteration to hear if il works. There is no melody, so experiment! 


Laura's Sister 


Ex. 438 
Slow Ballad J =60 
Ara? o D7 Gmaj7 
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Triplet Strumming 


In previous chapters we worked on sixteenth note rhythms, the objective being to achieve a relaxed, 
even stroke, and steady time. In this chapter we will continue to work on strumming, using triplet 
patterns. Remember to practice with a metronome or drum machine but don't rely on them, You must 
develop your own sense of time and groove. 


* Play these exercises while muting with the tretting hand (no sounding chord). 
* Focus on being relaxed and even as you feel and hear these triplet patterns. 


a Notice the picking directions and optional picking patterns. 


Ex. 440 


m v m wv m v 
a VY Sev A 
3 3 


One and Two Bar Patterns 


Play these one- and two-bar figures on arly one chord (i.e., E9, Dm7, or A13, etc.), and be able to 
play tham from memory. Note: X on the slash iridicates muted attack. Slash indicates sounding chord. 


Ex, 443 = 


644. MH 21713 


Ex. 444 


ALEDO A 


Ex. 446 3 


EE. Gass) P-E 
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Chart 


In the following chart, there are some new voicings introduced. The C/D, Eb/F, and D/E chords are 
all the same chord type, voiced exactly the same way. Another narne for these slash chords is dominant 
Qsus4. Play the chart with a couple different triplet grooves. Work on a relaxed triplet feel and observe 
and learn any new voicings. 


Laura’s Other Sister 


EX MT ao MSIE G9 GI3 


=| SSE Y A 


Gm7 Co Es Gm7 


ET TS | rg d org | ee A == | 


Practice Tips: 
* Learn all ii-V-I shapes. (Some may seem difficult at first). 


* Practice daily to maintain your flexibility. The more shapes your fingers must change to, the more 
independent your fingers become. l 


* New chords need individual attention as well as part of the ii-V-l move. 
* Pay attention to the melody line that is the top note of each chord. Sing it! 
* Put these moves directly into songs and common progressions, 


* Eventually play all these moves in all keys! 
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More ii-V-Is 


Again, play each ji-V-! progression and write ot t the voicings on the staff, noting the voice leading. 


I 


Ex. 448 Key of “G” í Ex. 449 Key of ^D" 
ü pF. it 
nia? 1:159 


Cim? 
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^W n "xn 
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Ex. 452. Key of "G" B Ex. 453 Key of "E" 
ii l H V I 
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Minor ii-V-is 


Minor ii-V-is have a m755 for the ii, dominant 7th for the V, and of course a minor chord for the i. 


Ex. 454 Key of "Dm" Ex. 455 Key of "Dm" 
ü Y i ! M 1 
Em75 ATIS Lim] Atios) E 
A EN x k R ites 
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Creating Parts 


Jn the next tew chapters we will look at different ways the rhythm guitarist can create his/her own 
"part" and interpret a given harmony. This is done primarily through the use of triads and 7th chords 
along with double-stops (two notes at once) and single-note melodies. When you combine rhythm 
patterns with ideas based on any of these concepts, you can help define certain styles and grooves with 


your rhythm playing. 


Double Stops in Thirds 


First let's look at double stops: specifically thirds. (Any interval can be a double stop: thirds, sixths, 
and tourths are the most common). Any combination of double stops Is legitimate if it: 


» Interprets the chord change (conveying the appropriate major or minor sound, etc.). 
* Has a solid rhythmic foundation. 
* Sounds good! (subjective, stylistic musical reasons). 


Double stops create small harmonic textures that compliment the overall sound and are used in a 
supportive role. You should praclice with a live rhytm section and/or tapes (bass lines, drum patterns, 


eic.) to explore this type of chordal texturing. 
Play diatonic thirds as double stops on the top two strings in the harmonized C major scale below. 


ay ate aS 
po) ZEN i Wi B-- = 


Play diatonic Ihirds or the second and third strings. 


Ex. 317 


Note: Eventually, you want to know these shapes (3rds) all over the neck, including the other string 
sets (3 and 4, 4 and 5, 5 and 6). 


“Basic Moves” 


In the following exercises, thirds are used with rhythms lo outline the sound of each chord. Think 
about different bass lines that might go with these parts. What about drums? Alternate chords? 


Ex. 457 Rock 
Amaj? (or F*m7) 


2 


Ex.458 Funky 
Dmaj9 


GHEE a E Eee: 


Ex.459 Funk/Ballad 


Cmaj9 Fm9 G7sus4 = G+7 
= E a UE e bio. € = 
EEES co [xr === 
Ex. 460 Pop 
i Emaj7 u AYsus4 Basusá AA 
TEEEIREES A AR 
Emaj? AUsus4 E B9sus4 
Vias lp A | 


Ex. 461 Lalin/Jazz 
Bm7 Binaj? 


pp startet trier DET sae 


Ex. 462 Blues 
* G Gm or C9 
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*Key signature denotes G Mixolydinn, 


Ex.463 Funk 
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Ex. 464 Jazz ending on baliad 
Dmaj9 


m 


_ Create a rhythm part using thirds for ihe follow'ng progression. Think of style. 


Ex. 470 
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More Double Stops 


In this chapter, we will look al double stops built on the intervals of fourths and sixths. Also we ll 
observe the relationship between relative major and minor. These examples are meant to show a typical 
use of these intervals but again the student should strive to adapt them to his or her style and also write 
your own, based on some of these concepts. The first exercises are based on the pure interval shapes 
that occur on the top two sets of strings. Repeated practice in different keys is mandatory if you want to 
be able to use these and create your own ideis for different progressions and songs. Examples are 
shown in the key of "C" but make sure you transpose them. Fingerings for the sixths may change for 
different examples so be sure you experiment with the fingering. Also work on muting the unwanted 
(dead) strings. i 


Double Stops in Fourths 


Fourth intervals are also common double stops. The shape is easily played with one finger. All of 
the shapes that go through the harmonizec scale are perfect fourths, except one, which is an 
augmented fourth. Which twa notes of the scale makeup the augmented fourth? 


Ex. 316 
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In the example below, first observe how many different fourths are needed, then put them into the 
rhythm indicated. l 


Bbm Ab 
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In example 471, first the melody "lick" is in D major, then D minor (the parallel minor). In order to 
retain the perfect fourth interval sound. we didn't just change the third (Ff) to a minor third (F natural). 
but rather, moved the "lick" up a minor third (one.and one-half steps) to what would appear to be an F 
major lick, But it now works as a D minor idea. This uses the relative minor concept. Note: Ideas are 
based in major usually work also on their relative minor and vice versa.) 


Ex.471  Dmaj?7 GI3 Dm7 


dept LM OQQq 0H 
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In ihe next example, the same lick is being used over the relative minor. First we have basically 
fourths, in a pentatonic sound, played over the major |-V-IV. Then the same idea is used over the 
relative minor key, I-V-IV. Hear how it sounds good over both! 


Ex. 472 D ^ G Bin7 F*m7 Em7 


tele 


Double Stops in Sixths 


Sixth intervals can be played on adjacent strings or by skipping a string, which requires you mute 
the string in between. Experiment with both ways. However, these exercises are all written with the 
string skip shape in mind. Observe the pattern of major and minor sixths that is created. The following 
examples can be used in C major (and the common modes; A Aeolian, D Dorian, and G Mixolydian). 
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Here's a simple idea that works well on the chords indicated. What chord tones are involved with 
each sixth interval, and how do they relate to the chord? 


Ex. 475 P m n i 
$E : bP ==: de 5 E m 


in the next example, the same lick is starting trom a different place each time. All are on à G7 
chord, and the harmonization is Mixolydian. They could be used together (different guitars) or played 
one after another. 


Ex. 476 
3rd on top | .7 


LI 


*Key signature reflecrs G Mixolydlan 


5th on top 


Play this one with straighl eighth note power chords. Nolice the changed note (F) to adapt to the 


next chord. 
Ex. 477 GS ES om 
_ g AS e ur SEEN j = E 
= = +7 4 f e € Ta E 3 : - = 
br Mis 22 2=== 
Exercises : 


Here are some simple harmonic movements (progressions) you can experiment with using fourths 
and sixths, These are typical I-IV or I-V moves. Den't forget to make up your own chords as well. Also 
change the time signature if you want. 


; D G 
dpu———— p 3) 
Dm7 Gm7 
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Single-Note Rhythm Parts 


Oftentimes, if a second guitar part is needed in the rhythm section, the guitarist is called on io play 
some single-notes that serve a percusive function. Single-note rhythm parts are generally improvised, 
They are a little touch added to the overall scund and should be played with strong time and short, 
catchy phrases! These single notes are being used in a rhythmic way, So few notes are needed—two, 
three, or tour notes are plenty. The trick is lo sel up à motif, or repetitive type of idea. 

The first step would be to slart with only one nole and improvise rhythmically. Then try just two 
notes, then three notes, etc. The Key is playing with short, stabbing notes that will pop out in a mix. The 
strumming hand should be relaxed and percussive in its attack! Muting unwanted strings with the fretboard 
hand (left for most of us) also requires repelitior and practice as you experiment with different melodies. 

The most common two note group in pop styles is the root to the 17. Work with it in a variety of 
rhythms and get used Lo muting with the lefl hard and scratching with the right hand. 

Try these phrases on Am or A7. 


Ex, 480 m y 


Ex. 481 y 
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Applications 


The next few examples shou a “233, “= cues spació chords. Notice the relationship: between 
the single-note lines and the chords (hey are played over. 
Here the chords go down a major third but the line goes up a fourth. 


Em9 Cia]? 


Sesser el mg yt Ae ap 
Pps. ok 0 M yh EP] 


| : : : 
A “question/answer? type of phrase appears in exercise 485. 


cin? 


q pimp === 
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Here is a simple pentatonic melody over chords that change keys! 


E 
x, ABG Dmaj7 F13 Bemaj7 G/A 
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me 


in the chart below, figure out four one-measu:e phrases to fit each chord type and string them 
together in this modal progression. 


Ex. 487 amo 
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